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CHAPTER I  
INTRODUCTION 
I. .  THE PROBLEM TO BE EXAMINED 
In Thomas Hardy'  s  Tess of the d'Urbervllles a 
relationship exists between the symbolical sacrifice of 
Tess at  Stonehenge and her association with ferti l i ty,  
ri tual,  and mythic cycles of seasonal death and rebirth.  
Because Hardy associates Tess with ferti l i ty,  reproductive 
power, and seasonal change, she personifies nature and 
closely resembles the earth mother goddess Demeter.  Ritual 
is  evident in her participation in the May-Day club revel,  
in her intended suicide under the mistletoe, and in her 
manner of kill ing Alec d1Urberville.  Myth cycle culminates 
with a ferti l i ty ritual in the powerful sacrificial incident 
at  Stonehenge, for,  although Tess physically dies at  
Wintoncester,  she symbolically dies at  Stonehenge. Fol­
lowing her execution, the significance of her symbolic 
death at  Stonehenge becomes apparent in.  her rebirth in 
'  Liza-Lu, In the Demeter-Persephone myth, two anthropo­
morphic entit ies,  the mother and the maiden, enact the 
single phenomenon of organic nature--the principle of l ife 
seen in the seasonal growth of vegetation. Tess,  then, as 
mother symbolizes the end of the old year 's crops, while 
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'Liza-Lu as maiden signifies the fructification of Tess's 
seed in the burgeoning fertility of the new year. By being 
reborn in 'Liza-Lu, Tess thus completes the mythic pattern 
of seasonal changes. 
In order for the reader to understand the intention 
of this thesis, a brief explanation of Tess's relation to 
the Demeter myth is necessary. Tess plays a dual role in 
fulfilling the Demeter motif in Hardy's novel. Like 
Demeter, Tess is both maiden and mother, the two mythical 
poles of the Great Mother. This double role corresponds to 
Demeter's protean character in the myth: Demeter and 
Persephone seem to be two separate entities but are really 
different manifestations of a single divinity. Because of 
this duality, the Demeter-Persephone myth dramatizes the 
phenomenon of death and rebirth of vegetation in the sea­
sonal cycles of organic nature. To Demeter are appropri­
ated the crops of the old year, while the rebirth of fertil­
ity and crops of the new year are attributed to Persephone. 
After the harvest, Persephone, as maiden, is abducted by 
Pluto and remains in the underworld, thus explaining the 
lack of fertility during the winter, until she reappears 
as the renewal of growth in the spring. Similarly, Tess is 
also maiden and mother In her portrayal of the Demeter 
myth, for the degree of love between Tess and Clare is 
analogous to the fertility of the season. As maiden Tess 
is Persephone because her love for Clare harmonizes with 
the lush growth of the summer months; and as mother Tess is 
Demeter waiting in the winter for the return of the fertil­
ity of Clare's love. This, then,,  is the general relation 
between Tess and the Demeter myth.^ 
II.  THE EVIDENCE 
Tess is a highly symbolic^ novel, for Tess's rustic 
beauty symbolizes various aspects of nature through recur­
rence of certain images and metaphors. The earth colored 
hair of her youth identifies her with the soil.;  her hair 's 
mature luxuriance indicates her reproductive richness. 
That her seductive mouth is like a "full flower" is appro­
priate, because i t  reflects her passion and links her to 
physical nature. Her eyes,,  too, are significant--their 
profundity mirrors the deep mysteries of nature's endless 
reproductive capacity. The beauty of Tess Durbeyfield, 
rustic maid of Marlott,  is identified with the vital forces 
-'-See Appendix. 
^In The Literary Symbol (New York: Columbia 
University PFe"ss7~T555T5~P^ 12-13, William York Tindall 
states, "The literary symbol, an analogy for something 
unstated, consists of an articulation of verbal elements 
that,  going beyond reference and the limits of discourse, 
embodies and offers a complex of feeling and thought. Not 
necessarily an image, this analogical embodiment may also 
be a rhythm, a juxtaposition, an action, a proposition, a 
structure, or a poem. One half of this peculiar analogy ^ 
embodies the other, and the symbol is what i t  symbolizes. 
4 
o f nature _ 
Also associating Tess with the earth are such events 
as the two "nesting" incidents. When Alec d'Urberville 
seduces Tess, Hardy delicately symbolizes the rupture of 
her hymen as the breaking of a spider web as Tess's white -
muslin innocence is pressed into the rustling fecundity of 
the leaves. Later she bears a son conceived here in a nest 
of leaves on the earth, surrounded by bushes and trees, and 
blanketed by a damp, concealing fog. In the second inci­
dent, her flight from Groby, Hardy depicts Tess fleeing like 
a pursued animal into the safety of the holly bushes, where 
she makes a nest of leaves and spends the night. Hardy 
strengthens Tess's relation with nature by deliberately 
drawing the reader's attention to her sometimes mysterious, 
sometimes obvious, consonance with her physical surroundings 
as though she and nature were functions of each other. 
Because Tess of the d'Urbervilles is a regional 
novel, i t  brings Tess close to nature. All regional novels 
.  .  .  have one thing in common. The theme under­
lying the delineation of their characters is man 
and his work on the land; and the story unfolds 
through the medium of the everyday life of a 
locality .3 
Noticeable are Tess's various occupations in the region of 
^H. C. Darby, "The Regional Geography of Thomas Hardy's 
Wessex," Geographical Review, XXXVIII (1948), 426. 
Wessex. She is associated with types of work which bring 
her close to the soil; this enables her to function as a 
fertility figure. Representative of this relationship is 
the scene depicting Tess as harvest worker near Marlott, 
where in the rich August scene, her gathering of wheat 
sheaves resembles a physical, indeed, erotic, embrace. She 
also nurses her son in the field, and this action is easily 
identified with the mythic motif of Demeter as nourisher 
and nurse. 
In the lush agricultural environment of the 
Talbothays,^ Tess's occupational relationship with fertility 
attains its full significance as Demeter the nurse. Unlike 
her nursing in the wheat field at Marlott, Tess's milking 
links her with Demeter as goddess of cattle. While milking 
the productive "milchers" and making cream and butter, Tess 
is constantly associated with cows. The. symbols of the 
swollen udders and vats of rich whey unite fertility, 
nourishment, and nursing. Furthermore, Hardy strengthens 
her role as fertility figure because he merges her with the 
fertility of her surroundings until her rich beauty becomes 
^To avoid confusion it is necessary to view Tess's 
actions at the Talbothays as combining both Demeter and 
Persephone. During the summer, mother and maiden are 
mythologically united, seen together; this permits Tess to 
impersonate a maiden by love and innocence and at the same 
time represent a mother goddess through milking symbology. 
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part of the landscape., and, like the cattle and meads, she 
swells and ripens. At the same time Tess and Angel Clare 
fall in love, and their passion projects itself into the hot, 
fecund landscape. The throbbing atmosphere of summer heat 
embodies their emotions; the phenomenon of nature mirrors 
the phenomenon of love. In this way the summer season com­
bines fertility symbolism and human feelings into a mythic 
pattern in which the state of love harmonizes with the 
season. 
Tess, milkmaid at Talbothays, contrasts with Tess, 
farm worker at Flintcomb-Ash, for at this "starve-acre 
place" Tess's abandonment by Clare is projected into the 
barren atmosphere of cold winter months. On the harsh and 
sterile, landscape, absurd masculine phallic shapes of cold 
flint stones symbolize the absence of fertility and love. 
This lack of warmth and growth in her marriage prompts Tess 
to disfigure her beauty, and she symbolically reduces her 
fertility by clipping her eyebrows. Here Tess is a veiled 
Demeter woefully searching for Persephone whose abduction 
by Hades causes the lack of growth during the winter months. 
In this way Persephone is identified with fertility as well 
as with Tess's maidenhood lost to Alec at the Plutonic 
underworld of Tantridge. Since Persephone, Tess's maiden­
hood, is absent, Clare sees but one aspect of Tess's 
Demeter duality. He can accept Tess only as Persephone the 
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maiden, not as Demeter the mother. His inability to accept 
the "absence" of virginity is a lack of love, the suste­
nance of marriage. Thus the absence of maidenhood, or 
mythologic ally the departure of Persephone to the underworld, 
manifests itself as a loss of fertility because of Clare's 
lack, of love; it results in a barren marriage which corre­
sponds to the bleak environment and season of the year. 
Very much a part of Tess's association with fertility 
is her participation in mythic ritual. Ritual may be 
defined as an act 
. . . performed for a society by its priestly 
representative in order to avert or procure; it 
is an 'agendum' which is recurrently, permanently 
necessary, like harvests and human fertility . , . P 
When first seen in the novel, Tess takes part in the local 
"club-walking." Hardy comments that this May gathering is 
an ancient fertility rite,, practiced for hundreds of years, 
implying that the Marlott ritual originated in mysterious 
rites performed in the ancient dark forests of Wessex. 
Perhaps the former rites were those forms of tree worship 
in which the Druids sacrificed victims beneath oaks, sacred 
because of the mistletoe growing on them. 
On her wedding day Tess contemplates suicide beneath 
a sprig of mistletoe. Her intention represents a primitive 
5Rene Wellek and Austin Warren, Theory of Literature 
(New York: Harcourt, Brace and World, Inc., 1956;» P» 191• 
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sacrificial instinct to revitalize her husband's dying love. 
Is Clare not withered and stagnant after Tess's confession? 
Does she not worship Clare and prostrate herself before him, 
and later, at the height of his sickness, does he not return 
a mere skeleton? Clare needs her nourishment: with her he 
blooms, away from her he withers. Tess's actions under the 
mistletoe, then, indicate an offering for the rebirth of 
their love, a love analogous with nature and the seasons. 
Another sacrifice, Tess's killing of Alec d'Urberville, 
may be viewed as an offering to Angel. Here Tess is a 
raging Demeter revenging herself on d'Urberville who repre­
sents Hades, Persephone's abductor. In this incident at 
Sandbourne, the underworld of wedlock and motherhood, Hardy 
expands the classical Demeter theme so that Tess finds her 
other self, Persephone, with Alec-Hades. Through a flash 
of intuition, Tess understands she has been deceived, 
indeed, abducted a second time. Her confrontation by Clare 
signifies her realization of Alec's abduction of her 
respectability, the maidenhood demanded by Clare on their 
wedding day. Not only as raging goddess but also as 
priestess Tess attempts to effect the rebirth of her hus­
band's love, the fertile life force of their marriage. 
But d'Urberville is hostile to both Clare's love and Tess's 
marriage, so Tess must offer Alec to Clare for the rebirth 
of their marriage. Alec's death, then, becomes more 
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sacrifice than murder. Noticeable is Tess's kneeling on the 
floor and her flowing robes. Her despairing dirge becomes 
a plea for fertility, for Clare's love. Above all., her use 
of the knife is easily seen as ritualistic because the 
wound of her victim is small but draws an immense flow of 
blood. Yes, Alec goads Tess, but there is only one neat 
wound. Hardy emphasizes the great amount of blood--the 
blood of expiation. 
The sacrifice of Tess at Stonehenge unites the 
elements of fertility,, ritual, and myth, as Tess herself 
becomes a type of sacrificial victim in this strange but 
highly symbolical scene. Though she actually dies at 
Wintoncester, her presence on the ancient altar symbolizes 
sacrificial rites to the sun. Since Demeter never dies in 
the myth, Tess's physical death and symbolical sacrifice 
are not in complete accord with the classic Demeter myth. 
Yet Hardy's use of Stonehenge fulfills the essential idea 
of the Demeter motif by transforming Tess into 'Liza-Lu who 
is Persephone. Thus Tess's death symbolizes the end of the 
old year's fertility which reappears in the new year's seed 
in "budding" 'Liza-Lu, whose resemblance to Tess completes 
the mythic cycle of death and rebirth, of vegetation. 
It is surprising that a Demeter study has not been 
made at a time when critics are interested in both Hardy 
and myth. A study of this myth in Tess of the dj Urbervilles 
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should be rewarding because i t  will open a new dimension of 
the novel. 
III.  CRITICISM OF HARDY'S USE OF SYMBOL AND MYTH 
In her short essay on Hardy, Carol Andersen indicates 
the direction of Hardy criticism: 
Perhaps criticism is no more than a matter of 
taste. One becomes almost convinced of i t  in reading 
analyses of Thomas Hardy's novels. Almost to a 
man, critics must admit his appeal; yet when driven 
to account for i t ,  they take refuge in critical 
aparatus which proves only that Hardy is a stylis­
tic bungler. To analyze the plots is to show they 
are contrived. The characters are sometimes good, 
but without development. And the philosophy of the 
expository sections is mediocre at best.  There 
remains to the critic the task of attaching names 
and sources: the philosophy is then tagged as 
deistic, deterministic, Darwinian or Schopenhauerian; 
Wessex is plotted and mapped on England's lower 
bulge; and the shades of Shelley, Shakespeare, 
Aeschylus, and the regional ballad-makers are 
invoked. However, to the conscientious critic, 
even the labels do not suffice . . . .  What then 
to do with Hardy? .^. .Is there then nothing more 
to say about Hardy? 
Unsatisfied with the bulk of Hardy criticism, she turns to 
Hardy's metaphorical form which she classifies as enlarging, 
diminishing, premonitory, accumulative, and directly sym­
bolic. The most i l luminating point of her essay is her 
awareness of Hardy's use of landscape to intensify emotion; 
^Carol R Andersen, "Time, Space, and Perspective 
in Thomas Hardy," Nineteenth-Century Fiction, IX (December, 
195^), 192. 
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she sees Tess's "fortunes" as corresponding to the seasons.^ 
Because of the brevity of her article, Carol Andersen is 
unable to order this metaphorical form into a meaningful 
pattern and is confined to classifying symbols and meta­
phors, instead of placing them in a larger pattern of 
meaning, such as the relation of Tess's fertility to 
Stonehenge. 
Dorothy Van Ghent's evaluation of Tess^ heightens 
the meaning of Tess's wandering and the value of the earth 
as a dramatic factor. Mrs. Van Ghent views the earth as 
motivating dramatic action, while the setting becomes 
symbolic through the responses of the characters. Though 
she mentions Blackmoor, Flintcomb-Ash, and Stonehenge, she 
does not thoroughly probe into the symbolic value of 
setting, especially in terms of Tess as a fertility figure. 
An elusively breezy tone characterizes her essay, so that 
her brisk explication of the Stonehenge sacrifice becomes 
more descriptive than analytic. 
A fine example of Tess's emotions symbolically 
projected into setting is Richard Carpenter 's evaluation of 
flbld., p. 204. 
^Dorothy Van Ghent, "On Tess of the d'tlrbervilles 
The English Novel* Form And Function (New York: Rinehart 
and Company, 1953), PP • 197-199-
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the garden scene at the Talbothays.9 The decay in the lush 
garden expresses her guilt and sexuality10 and foreshadows 
the tragedy of Tess's forthcoming marriage to Angel Clare. 
Carpenter's essay is confined to grotesque imagery; however, 
a similar approach may he applied to other incidents in 
Tess of the d'Urbervilles, where Hardy symbolically projects 
character into setting.11 
Somewhat related to fertility motifs, though not in 
terms of symbol and myth, is Douglas Brown's acknowledgement 
of Hardy's use of the agricultural theme. Using a survey 
approach, Brown points out that Hardy develops this theme 
most extensively in Tess where Tess dramatizes the decay of 
rural life in southern England. But treating the rural situ­
ation historically adds little to Tess symbolically. For 
Brown, the May-Day walk signifies no more than a traditional 
12 recognition of the seasonal changes. 
9Richard C. Carpenter, "Hardy1s 'Gurgoyles,1" 
Modern Fiction Studies3 VI (Autumny 1960)3 233* 
iOjn "Hardy's Major Fiction," From Jane Austen to 
Joseph Conrad, Robert C. Rathburn and Martin Stemman,^^^ 
editSrs"^ Minneapolis r University of Minnesota Press, 1950), 
d. 243, John Holloway expands the dimension of Tess s sex-
uality by pointing out that the fertility of the, Talbothays 
meadows and cattle is closely related to tess s nubility. 
11Tn Hardy of Wessex (London: Routledge and Kegan 
Paul., Ltd. ,"T5^)7~P- 172, Carl Weber holds this view, 
though not as being symbolic, for he merely sees Hardy as 
identifying human experience with setting. 
12Douglas Brown, Thomas Hardy (London: Longmans, 
Green and Co., Ltd., 1901), p"5 91* 
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The presence of ritual in Tess of the d 'Urbervllles 
is substantiated by Elliott Gose who approaches Teas's 
seduction as a rape--a sacrificial shedding-^-3 of blood--
committed in a dark grove under cover of darkness and 
silence. He compares this incident to ancient Druidic rites 
carried on in sacred groves. Gose discloses that Hardy may 
have read Sir James Frazer's Totemism, published in 1887* 
before Hardy began composing Tess. Although mainly 
restricted to bloodletting in initiation rites, Gose's 
article leads one to consider the possibility of additional 
examples of primitive ritual, such as the symbolical sacri­
fice of Tess at Stonehenge. 
James Scott, correlating with Gose's criticism of 
myth ritual, suggests that Tess's sacrifice at Stonehenge 
symbolizes an expiation demanded by society. Tess, then, 
becomes a scapegoat and cleanses society of sin.1^ Scott's 
essay is credible.; but if Tess can be evaluated as an 
offering to Victorian society, she can also be viewed as 
an oblation in a primitive fertility rite. 
"^Elliott B. Gose, "Psychic Evolution: Darwinism 
and Initiation in Tess of the d'Urbervllles," Nineteenths 
Century Fiction, XVIII {"December, I963) > 252-63T-
•^James F. Scott, "Spectacle and Symbol in Thomas 




From this survey of myth criticism of Tess of the 
d'Urbervilles, it seems that many critics isolate Hardy's 
use of symbolism, but virtually no critics treat the matter 
of myth. Because of this rather fragmentary treatment of 
Hardy symbology and total exclusion of his use of the 
Demeter motif, there is need of a penetrating analysis of 
Tess which will gather the symbology, ritual, and myth into 
a sound and cohesive whole. This thesis, then, will eval­
uate Tess's symbolic fertility and participation in ritual 
as she symbolically portrays the Demeter myth. The thesis 
will be divided into three major areas: (l) Tess as 
symbolic of fertility before meeting Angel Clare at 
Talbothays; (2) Tess, in her love for and marriage to Clare, 
as mythologically corresponding to seasonal changes; and 
(3) Tess as completing the mythic cycle by her transfor­
mation from Demeter into Persephone, 
CHAPTER II 
THE PLANTING 
Hardy strengthens Tess's role as fertility figure by 
portraying her in a manner complementary to the Demeter 
theme. Because Hardy endows her with superior qualities, 
such as a noble character, Tess rises above those rustics 
who surround her and thus attains a prominent position in 
the novel. In effect,  Hardy's portrayal of Tess as an 
idealized rustic strengthens the Demeter motif since she 
embodies qualities which make her Demeter role credible to 
the reader. 
Notwithstanding her Norman d'Urberville ancestry, 
which paradoxically does more to derogate than complement 
her noble character, Tess becomes important in the novel 
when Hardy's heightened expression of her essential human 
qualities distinguishes her from other rustics who surround 
her. In confirmation of Tess's rustic superiority, Bergen 
Evans writes: 
Nearest the soil,  most akin to Pan, are the 
rustic grotesques that from this time on populate 
all  his novels. Their strange but pungent speech 
compels belief but sets them apart,  as do their 
odd names and odd manners, from the more sensitive, 
more civilized, main characters. They are linea 
descendants of Shakespeare's clowns, Dogberry and 
Bottom and Honest Gobbo, and like Shakespeare s 
zanies they amuse us . . .  . 
The chief characters, though rustics, are not 
clods. They are,,  indeed, people of powers ana 
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passions, of thoughts and feelings, of hopes and 
aspirations, far above the average.^ 
Having passed the "Sixth Standard," Tess has a better than 
average education, and, as one of the leading Mariott 
scholars, she speaks both the "dialect at home" and "ordi­
nary English abroad." Not only does Alec d'Urberville 
compliment her natural beauty, "You can hold your own for 
beauty against any woman of these parts, gentle or simple," 
but the unique, "fluty" tone of her voice impresses Angel 
Clare. Indeed, "more finely formed, better educated" Tess 
is usually the center of male attention, however goatish or 
angelic be the case. Precisely because of her daughter's 
attractiveness, Joan Durbeyfield is quick to thrust into 
the world that member of the Durbeyfield family most likely 
to raise the family fortune, even if through her rustic 
sexual appeal. 
However, beginning with the death of Prince, Tess 
gains the reader's admiration because of her sense of respon-
p 
sibility. As a less self-sacrificing but more practical 
^Bergen Evans, Introduction to Far From the Madding 
Crowd (New York: Fawcett Publications, Inc., 1950), pp. 
'—i •« •»••• ;> Vlll-IX. 
2In Thomas Hardy (New York: Grove Press, Inc., 1963), 
p. 72, George Wing praises Tess's dedication to her family 
when he writes "... it is important to notice that it 
was not her own suffering that was unbearable, but the suf­
fering and predicament of her supine mother and of the 
children to whom she was so attached." 
17 
country girl ,  Tess might have nimbly stepped around the 
horse's carcass, walked on through Casterbridge, and later 
entered London where she could have plied her beauty in no 
less a flesh market than what Tantridge becomes through her 
mother's callow dream that " ' twould lead to some noble 
gentleman marrying her." But Tess accepted full respon­
sibility for her part in the death of Prince and agreed to 
plead the Durbeyfield cause with wealthy Mrs. d'Urberville, 
though with qualms that would do justice to the most 
"proper" of well-bred English ladies: 
The oppressive sense of the harm she had done 
led Tess to be more deferential than she might 
otherwise have been to the maternal wish; but 
she could not understand why her mother should find 
such satisfaction in contemplating an enterprise 
of, to her, such doubtful profit .  Her mother 
might have made inquiries, and have discovered 
that this Mrs. d'Urberville was a lady of unequalled 
virtues and charity. But Tess's pride made the 
part of poor relation one of particular distaste 
to her.^ 
Later, when Alee, the scoundrel son, shames the "fairest 
side" of the Durbeyfield hopes, Tess in her integrity 
refuses to become his mistress: 
Perhaps i t  was unusual in the circumstances, 
unlucky, unaccountable; but there i t  was; and this, 
as she had said, was what made her detest herself.  
She had never cared for him; she did not care for 
him now. She had dreaded him, winced before him, 
3Thornas Hardy, Tess of the d'Urbervilles, ed. Scott 
Elledge (New York: W. W. Norton and Company, Inc.,  1965)* 
P. 29. 
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succumbed to adroit advantages he took of her 
helplessness; then, temporarily "blinded by his 
ardent manners, had been stirred to confused 
surrender awhile: had suddenly despised and 
disliked him, and had run away.. That was all. 
Hate him she did not quite; but he was dust and 
ashes to her, and even for her name's sake she 
scarcely wished to marry him.^ 
Though she carries Alec's child, Tess has a moral integrity 
beyond that of a less noble rustic maid who would not have 
remained so aloof when confronted with Alec's wealth and 
dashing ways. Such an opportunity might well be the dream 
of an ordinary country lass who hopes to gain entry into 
the well-bred class, even if it means becoming the land­
lord's "creature." 
In addition to her outstanding physical beauty, 
education, and strength of character, Tess holds the 
mystical gift of merging with nature. One June morning at 
the Talbothays, Tess surprises her fellow workers by 
declaring: 
"I don't know about ghosts . . . but I do know 
that our souls can be made to go outside our bodies 
when we are alive .... 
"A very easy way to feel 'em go ... is to lie 
on the grass at night and look straight up at some 
big bright star;, and, by fixing your mind upon it, 
you will soon find that you are hundreds and hun_ 
dreds o' miles away from your body, which you don t 
seem to want at all."-3 
^Ibid., p. 69. 
5Ibid., pp. 101-2. 
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Because her words are so incredible to the other less sensi­
tive milkers, especially Crick, Tess suffers embarrassment 
by this inopportune admission of her inherent mysticism; i t  
exposes those powers which make her larger than l ife, more 
gifted than those rustics with whom she is associated. 
Because she is idealized and linked to nature, Tess 
may easily be identified as a fertility and mythic figure: 
awaiting the birth of her child at Mariott,  the unwed Tess 
haunts the night environs where nature offers her solace: 
The only exercise that Tess took at this time 
was after dark; and i t  was then, when, out in the 
woods, that she seemed least solitary. She knew 
how to hit  to a hair1  s-breadth that moment of 
evening when the light and the darkness are so 
evenly balanced that the constraint of day and the 
suspense of night neutralize each other, leaving 
absolute mental l iberty. It  is then that the 
plight of being alive becomes attenuated to i ts 
least possible dimensions. She had no fear of 
the shadows; her sole idea seemed to shun mankind--
or rather that cold accretion called the world, which, 
so terrible in the mass, is so unformidable, even 
pitiable.,  in its units.  
On these lonely hills and dales her quiescent 
glide was of a piece with the element she moved in. 
Her flexuous and stealthy figure became an integral 
part of the scene . . . .  Walking among the 
sleeping birds in the hedges, watching the skipping 
rabbits on a moonlit warren, or standing under a 
pheasant-laden bough, she looked upon herself as a 
figure of Guilt intruding into the haunts of 
Innocence. But all  the while she was making a 
distinction where there was no difference. Feeling 
herself in antagonism she was quite in accord. She 
had been made to break an accepted social law, but 
no law known to the environment in which she fancie 
herself such an anomaly." 
^Ibid.,  p. 72. 
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However much guilt rests on her mind, nature never judges 
Tess since her indiscretion is the concern of moral and 
civil law. Nature, instead, offers Tess comfort, a great 
bosomy shelter for the new life stirring within her body 
and, if anything, seems approbative and kindly toward her, 
for Hardy's comment indicates that the guilt feelings are 
projected by Tess into the atmosphere--not received by her 
as stern warnings from the surrounding night. 
By ennobling Tess as a rustic protagonist and 
enhancing her with a mystical tendency, Hardy makes Tess 
credible as a fertility figure. She can only be viewed as 
part of Hardy's "... interest in the eternal problem 
of 'how to be' . . . to transcend literal realism and to 
move toward symbolism and myth."''' Even as a child, Tess 
signifies fertility, for she walks on "... long stalky 
legs, in tight stockings . . _ torn by kneeling in the 
roads and banks in search of vegetable and mineral treas­
ures; her then earth-coloured hair .hanging like pot­
hooks . . .. ."® Hair is a sign of growth, hence, fertility, 
and by associating Tess's hair with the earth, Hardy moves 
Tess forward in close identification with nature and fertil­
ity. That she was interested in vegetative and mineral 
^Albert J. Guerard, Introduction to The Return of the 
Native (New York: Holt,. Rinehart and. Winston, 1961), p. 5clh. 
®Hardy, 0£. c i t • ,  p .  3 0 .  
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aspects of the earth, strengthens the link with nature. 
Since Hardy uses every opportunity to emphasize fertil­
ity, ritual as related to myth appears in the Mariott club 
revel wherein Tess gains prominence because of her poise and 
red ribbon, the only one worn by any member of the group. 
According to Ruth A. Firor this scene identifies Tess with 
fertility ritual,  since i t  casts Tess as a maiden, "naive 
and unspoiled.It is very important to view Tess as 
maiden, here, early in the novel, for the Marlott festival 
identifies her as Persephone and marks the onset of the 
Demeter cycle, dramatized by her movements throughout the 
remainder of the novel. Hardy makes i t  clear that the rite 
is ancient in origin but changed in i ts present form: 
In those days, and t i l l  comparatively recent times, 
the country was densely wooded. Even now, traces 
of i ts earlier condition are to be found in the 
old oak copses and irregular belts of timber that 
yet survive upon i ts slopes, and the hollow-trunked 
trees that shade so many of i ts pastures. 
The forests have departed, but some old customs 
of their shades remain. Many, however, l inger only 
in a metamorphosed or disguised form. The May-Day 
dance, for instance, was to be discerned on the 
afternoon under notice, in the guise of the club 
revel, or 'club-walking, '  as i t  was there called. 
It  was an interesting event to the younger inhab­
itants of Marlott,  though i ts real interest was not 
observed by the participators in the ceremony. Its 
singularity lay less in the retention of a custom 
of walking in procession and dancing on each anni­
versary than in the members being solely women. In 
^Ruth A. Firor, Folkways in Thomas Hardy (New York: 
A. S. Barnes and Company, Inc., 15*31) > P- 139 • 
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men's clubs such celebrations were, though expiring, 
less uncommon; but either the natural shyness of the 
softer sex, or a sarcastic attitude on the part of 
the male relatives, had denuded such women's clubs 
as remained (if any other did) of this their glory 
and consummation. The club of Mariott alone lived 
to uphold the local Cere alia. It had walked for 
hundreds of years, if not as bene fit-club, as 
votive sisterhood of some sort; and it walked still. 
In the rite's original form of Druidical fertility ritual, 
sacrifices were made under oak trees for rain and good crops, 
but with the advent of agriculture this tree worship was 
replaced by veneration of a corn deity, such as Ceres, the 
Roman counterpart of the Greek goddess Demeter. Ceres may 
have been one of those Roman deities left with the Celts 
when the Roman legions withdrew from Britain in A.D. 410;"^ 
indeed, Hardy's reference to "Cerealia" indicates a fertil­
ity ritual involving Proserpine, the virgin daughter of 
Ceres, or Persephone, the maidenhood image of Demeter. It 
is extremely important to view Tess as symbolical of maiden­
hood. as well as sexuality early in the novel since fertility 
and sexuality are an inextricable part of myth, indeed, of 
human existence. Thus Tess's flowers in the Cerealia iden­
tify her with Persephone, part of the Demeter myth, and her 
willow, a masculine fertility symbol, associates her with 
reproduction. The local Cerealia, then, links Tess with 
-^Hardy, on. clt., p. 10. 
HWalter A. Jayne, The Healing Gods of Ancient 
Civilizations (New York: University Books, Inc.., 19^2), p. 504. 
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sex and maidenhood ritual and marks her initial identification 
with the Demeter myth to be dramatized by her actions through­
out the remainder of the novel. 
Beginning with the Cerealia, Tess is portrayed in a 
series of events in which she functions as Persephone. Her 
involvement in Prince's accident links her with Persephone 
in two ways. First,  Tess is bringing bee hives to market, 
and according to Erich Neumann: 
The bee was rightly looked upon as a symbol of 
the feminine potency of nature. It  was associated, 
above all  with Demeter .  .  .  and Persephone. Here 
i t  symbolized the earth, i ts motherllness, i ts 
never-resting, artfully formative busyness, and 
reflected the Demetrian earth soul, in i ts supreme 
purity.I2  
Second, instead of manifesting the usual woman's fear of 
blood, Tess symbolizes a principle of l ife by putting her 
hand over the dying horse's gory wound. Yet Tess is not 
openly identified with Persephone until  her sojourn at 
Tantridge becomes the scene of her symbolical abduction and 
rape by Alec d'Urberville who represents Hades, Persephone's 
violator. 
During Tess's first visit  to the d'Urberville manor, 
her actions with Alec only foreshadow her eventual abduction 
and rape. At this point Hardy does not rigorously follow 
1 2Erich Neumann, The Great Mother (New York: Pantheon 
Books, Inc.,  1955)» P- 2b>5»-
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the mythic pattern. On her first sojourn to Tantridge, Tess 
is given a pomegranate in the form of strawberries but is 
not raped until her second visit, whereas in the classical 
myth, Persephone was first abducted, raped, and later given 
a pomegranate which put her under Pluto's (Hades') spell and 
compelled her to return to the underworld for part of the 
year. Thus Hardy displaces the usual sequence of the 
abduction when Tess is given the fruit prior to defloration, 
though the strawberries do fulfill the mythic function of 
putting her under Alec's power. The strawberry incident is, 
therefore, a pre-sexual rite emphasizing Tess's nubility and 
Alec's lustful intentions; 
They had spent some time wandering desultorily 
thus, Tess eating in a half-pleased, half-reluctant 
state whatever d'Urberville offered her. When she 
could consume no more of the strawberries he filled 
her little basket with them; and then the two 
passed round to the rose trees, whence he gathered 
blossoms and gave her to put in her bosom. She 
obeyed like one in a dream, and when she could 
affix no more he himself tucked a bud or two into 
her hat, and heaped her basket with others in the 
prodigality of his bounty . ... 
He watched her pretty and unconscious munching 
through the skeins of smoke that pervaded the tent, 
and Tess Durbeyfield did not divine, as she inno­
cently looked down at the roses in her bosom, that 
there behind the blue narcotic haze was poten­
tially the 'tragic mischief' of her drama--one who 
stood fair to be the blood-red ray in the spectrum 
of her young life. She had an attribute which 
amounted to a disadvantage just now; and it was 
this that caused Alec d' Urberville' s eyes to rivet 
themselves upon her. It was a luxuriance of aspect, 
a fulness of growth, which made her appear more of 
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a woman than she really was. 1-3 
Here Hardy emphasizes the profusion of roses which point to 
sensuality and fertility, and, like the flowers of the club-
walking, Join Tess with Persephone who also carries flowers. 
Besides Tess's flowers, the basket is highly symbolical of 
a mother-earth deity, such as Demeter, for a vessel, espe­
cially a basket, points to fertility, indeed, to the eter­
nally fertile womb itself. Thus Tess not only becomes part 
of fertility and sensuality but also undergoes a garlanding 
ritual which presupposes intercourse, the activation of the 
potential fertility. Without fully realizing Alec's mis­
chief, Tess is transformed from a naive maiden to a 
seductive woman, and, like the lush flowers, she is ready 
to be picked. 
Tess's wild ride to Tantridge is easily viewed as 
abduction and rape when Alec's explosive release of feelings 
transforms him into Hades. Are not Alec's actions coercive, 
and does he not take advantage of Tess's fear of speed to 
make seductive advances? Throughout the novel, Hardy 
associates Alec with horses, especially in those incidents 
when he pursues Tess; this strengthens Alec's role as Hades, 
since horses represent the surging power of man's appetites. 
Hot-blooded d'Urberville stands for all those dark forces 
•*-3Hardy, o£. cit., p. 3^-
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of man's nature, such as brutish masculinity, rife virility, 
and even a trace of Satanic nobility. Thus, just as Hades 
abducted Persephone and wildly drove his horse-drawn chariot 
into the underworld, Alec madly gallops the gig down the 
hills to Tantridge and Tess's betrayal: 
Down, down, they sped, the wheels humming l ike 
a top, the dog-cart rocking right and left,  i ts 
axis acquiring a slightly oblique set in relation 
to the line of progress; the figure of the horse 
rising and falling in undulations before them. 
Sometimes a wheel was off the ground, i t  seemed, 
for many yards; sometimes a stone was sent spinning 
over the hedge, and flinty sparks from the horse's 
hoofs outshone the daylight. The aspect of the 
straight road enlarged with their advance, the two 
banks dividing like a splitting stick; one rushing 
past at each shoulder. 
Alec's Satanic character is exposed as he allows his passions 
complete freedom; he becomes a dark force of hostility 
toward Tess and stops at nothing until  he possesses her.  ̂ 5 
Urging on the half-wild mare, he curses and rages at Tess, 
and, when she escapes from the dog-cart,  he almost crushes 
her: 
Then d'Urberville cursed and swore at her, and 
called her everything he could think of for the 
trick. Turning the horse suddenly he tried to 
drive back upon her, and so hem her in between the 
gig and the hedge .  .  .  
1^Ibid.,  p. 44. 
^The rhythmic undulation of the horse and the 
opening of the banks are striking examples of symbolic 
defloration; they foreshadow the actual event. 
^Hardy, op. c i t . ,  p .  4 6 .  
In short, Alec is Hades carrying the virgin off to the 
underworld. Having no concern for her, he lurks, a dark 
force threatening her during most of the novel, and, since 
Alec's motive in pursuing Tess is self-gratification rather 
than creation of new life, he is a force inimical to her 
association with fertility, and, hence, hostile to fertility 
itself. 
Tantridge is aptly the underworld, for the land is 
not productive beyond its own residential purposes; no more 
than a bright, new show piece, it sends no crops to market. 
Tantridge, then, represents money--like the last coin 
Issued from the mint, rather than a manorial estate related 
to fertility by its crops. Even Alec's identification with 
Pluto is appropriate; to the Greeks "Pluto" meant "giver of 
wealth" and referred to his ownership of precious metals 
under the earth.1' Thus, as a fertility figure, Tess is 
out of place at Tantridge because she is prevented from 
working in an authentic agricultural environment. Her duty 
consists in watching an absurd community of fowls for a 
whimsically rich old woman. In every way Tantridge and 
Alec oppose Tess, for the estate represents a new class of 
idle and wealthy landowners having no soul for the land's 
l^Daniel S. Norton and Peters Rushton, Classical Myths 
in English Literature (New York: Rinehart and Company, Inc., 
1952)7 p. 171. 
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reproductive capacity beyond possession of it, and certainly 
no scruples about exploiting maidenhood. 
By a curious mixture of orgiastic revelry and Tess's 
vulnerability, Hardy appropriately maintains an underworld 
atmosphere on the night and morning of Tess's seduction. 
The mood is set by a wild dance at the hay-trusser's barn 
where the sweating partners gyrate like satyrs and nymphs 
amid a haze of vegeto-human pollen. Although she remains 
aloof during this revel, Tess later encounters its dark 
thrust on her way back to the d'Urberville estate when she 
is attacked by Car Darch, Alec's cast-off Amazonian doxie. 
In contrast to Tess's positive role as fertile nourisher, 
Car symbolizes Medusa, destructive woman, not only by the 
snake image, of "treacle" on her hair, but by her hostile 
attack on Tess. Moreover, Car Darch's antic of lying on her 
back while removing the syrup from her gown is indecent, and 
her stripping even lewd. James Hazen calls the mood of 
Car's actions alcoholic and sexual.-*-® But Tess's remark, 
" . .. if I had known you was of that sort, I wouldn't have 
it x 9 
let myself down as to come with such a whorage as this 
alienates the entire crew of bacchanalian "work-folk with 
18James F. Hazen, "The Imagery and Symbolism of Thomas 
Hardy's Major Novels (unpublished Doctoral dissertation, The 
University of Wisconsin, Madison, 19£>3)> PP* 20b-f. 
!9Hardy, op., cit., p. 57* 
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whom she ironically seeks safety, but who conveniently play 
her into the hands of her champion-abductor since they are 
in league with Hades. The Chaseborough night, then, is a 
mingling of alcoholic and sexual license which is opposed to 
Tess and drives her to Alec, who lurks on the fringes of the 
underworld. Thus,,  while Tess's seduction on the leaves 
identifies her with fertility, her mythic procreative power 
is symbolically attacked in the form of suggestive and lewd 
underworld forces. This orgiastic atmosphere of alcohol and 
sexuality for i ts own sake, like the meaningless farming at 
Tantridge, is hostile to her. 
At first thought, the birth of Tess's child seems a 
contradiction of the Demeter theme, since in the classic 
myth Hades'  rape of Persephone brings no offspring; yet,  by 
displacing this part of the myth Hardy fulfills the essen­
tial idea of the myth, for Tess dramatizes both the maiden 
and mother aspect of the Great Mother. Thus Tess must some­
how conceive in order to play the mother part of the myth. 
But, if  the child were born in wedlock and lived, Tess 
could not portray an abandoned and mourning mother lamenting 
the loss of her maidenhood, or Persephone* The death of the 
child accomplishes two ends: first,  i t  strengthens Alec's 
role of Hades the seducer, instead of Alec the father; 
second, though the child lives long enough to establish Tess 
in the mother image, his sudden death enables Hardy also to 
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portray Tess in the maidenhood image at the Talbothays. Thus 
Tess as both maiden and mother symbolizes the classical 
divinity, whom C. Kerenyi calls "a divinity with a number of 
aspects .  .  .very apt to appear only in the one aspect 
under which she is being regarded at the moment.."2 0  
"The basket was heavy and the bundle was large, but 
she lugged them along like a person who did not find her 
especial burden in material things."2 1  Thus Tess trudges 
from Tantridge on the same road that Alec drove so wildly 
on the day of her abduction and leaves the "gray" under­
world of Tantridge. Though she is followed by Alec, she 
ascends the "green" upper world of agriculture, where she 
is soon to play her part in motherhood. On this October day 
she is already a mother, hence, Demeter; her lost maiden­
hood symbolizes Persephone who must remain in the under­
world. Since the basket is symbolic of the fertility of the 
Mother Goddess as a source of l ife, i t  indicates the life 
Tess carries within her womb, but the basket may also asso­
ciate her with Demeter whose fertility is symbolized by a 
corn measure worn on her head. Moreover, her burden is 
heavy because of her sorrow for the loss of maidenhood. 
2°Carl J.  Jung and C. Kerenyi, Essays on a Science 
of Mythology (New York: Harper and Row, PubirshersTJ 19^3)» 
57 TZ3-. 
p*i 
Hardy, 0£. cit . ,  p. 63 .  
31 
Persephone. Appropriately, the season is October, time for 
the harvest and time for Demeter to begin her search for 




Months later,  while working in the harvest field at 
Mariott,  Tess completes her symbolic identification with 
Demeter and motherhood. Notwithstanding the harvest signif­
icance of the colorful reaping machine, the stubble lanes 
trailing in i ts wake are most pertinent to the Demeter myth, 
for, mythologically, stubble fields mark Persephone's 
presence in the underworld, hence, the end of fertility in 
the agricultural world and the beginning of Demeter fes­
tivals. But Tess's actions speak for themselves: 
This morning the eye returns involuntarily to the 
girl in the pink cotton jacket, she being the most 
flexuous and finely-drawn figure of them all .  But 
her bonnet is pulled so far over her brow that 
none of her face is disclosed while she binds, 
though her complexion may be guessed from a stray 
twine or two of dark brown hair which extends below 
the curtain of her bonnet. Perhaps one reason why 
she seduces casual attention is that she never 
courts i t ,  though the other women often gaze around 
them. 
When Tess pulls her bonnet over her face, she resembles 
Demeter who wears a veil during Persephone's absence--from 
the harvest until  the following springs That Tess should 
stand out as the most shapely and brightly attired reaper 
also points to her divinity: 
1Ibid.,  p. 74. 
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. . . one can see the oval face of a handsome young 
woman with deep dark eyes and long heavy clinging 
tresses, which seem to clasp in a beseeching way 
anything they fall against. The cheeks are paler, 
the teeth more regular, the red lips thinner than 
is usual in a country-bred girl. 
Thus she appears more beautiful than the others, since 
almost all divinities are more beautiful than humans, and 
her sorrowful eyes strengthen her role as a mourning Demeter. 
Even Tess's manner of binding the wheat identifies 
her with fertility: 
Her binding proceeds with clock-like monotony. 
From the sheaf last finished she draws a handful of 
ears, patting their tips with her left palm to 
bring them even. Then stooping low she moves for­
ward, gathering the corn with both hands against 
her knees, and pushing her left gloved hand under 
the bundle to meet the right on the other side, 
holding the corn in an embrace like that of a lover.J 
Here Tess's erotic embrace points to the similarity between 
the fecundity of her own motherhood and the fertility of the 
harvest. The baby's presence in the field correlates with 
the harvested shocks of wheat to symbolize the principle of 
growth: just as the child develops from seed injected the 
previous summer, the wheat flourishes from grain planted the 
preceding year. By nursing the child in the field, Tess 
represents Demeter, nourisher and child-birth deity. Yet 




It was a thousand pities, indeed; it was impos­
sible for even an enemy to feel otherwise on looking 
at Tess as she sat there, with her flower-like 
mouth and large tender eyes, neither black nor blue 
nor gray nor violet; rather all those shades together, 
and a hundred others, which could be seen if one 
looked into theiririses--shade behind shade--tint 
beyond tint--around pupils that had no bottom. 
The description of Tess's lush mouth suggests growth, even 
passion; but her eyes are more important: the color of her 
irises represents the spectrum in its endless shade combi­
nations, and her pupils mirror the mysterious profundity of 
the principle of life. In effect, Tess's mothering and 
nursing correspond to her fertile beauty. 
Although Tess's Demeter identity must be accepted 
when one sees her nurse her son and labor in the wheat field 
and even if the August harvest marks the beginning of 
Demeter worship and the onset of her mourning of Persephone's 
departure, itself foretelling the barren winter months, the 
moving baptismal scene removes all doubt that Tess is 
Demeter, the Eternal Mother. Though the baptism transpires 
in a humble cottage, Tess transforms herself into a divinity, 
when, too poor and immoral for the pruderies of Victorian 
society, she casts off her rustic disguise while baptizing 
her son: 
While the children, scarcely awake, awestricken at 
her manner, their eyes growing larger and larger, 
^Ibid., p. 76. 
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remained in this position, she took the baby from 
her bed--a child's child--so immature as scarce to 
seem sufficient personality to endow its producer 
with the maternal title. Tess then stood erect 
with the infant on her arm beside the basin, the 
next sister held the Prayer-Book open before her, 
as the clerk at church held it before the parson; 
and thus the girl set about baptizing her child. 
Her figure looked singularly tall and imposing 
as she stood in her long white nightgown, a thick 
cable of twisted dark hair hanging straight down 
her back to her waist. The kindly dimness of the 
weak candle abstracted from her form and features 
the little blemishes which sunlight might have 
revealed—the stubble scratches upon her wrists, 
and the weariness of her eyes--her high enthusiasm 
having a transfiguring effect upon the face which 
had been her undoing, showing it as a thing of 
immaculate beauty, with a touch of dignity which 
was almost regal. The little ones kneeling round, 
their sleepy eyes blinking and red, awaited her 
preparations full of a suspended wonder which their 
physical heaviness at that hour would not allow to 
b e c o m e  a c t i v e  . . . .  
Then their sister, with much augmented confidence 
in the efficacy of this sacrament poured forth from 
the bottom of her heart the thanksgiving that fol­
lows, uttering it boldly and triumphantly in the stopt-
diapason note which her voice acquired when her 
heart was in her speech, and which will never he for­
gotten by those who knew her. The ecstacy of faith 
almost apotheosized her; it set upon her face a 
glowing irradiation, and brought a red spot into 
the middle of each cheek; while the miniature candle-
flame inverted in her pupils shone like a diamond. 
The children gazed up at her with more and more 
reverence, and no longer had a will for questioning. 
She did not look like Sissy to them now, but as a 
being large, towering, and awful--a divine personage 
with whom they had nothing in common.5 
Hardy's use of a pagan deity in a regenerative ceremony 
expands the Demeter motif beyond sustenance of physical life. 
5Ibid., pp. 79-81-
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Like any ritualistic immersion of this kind, Tess's baptism 
of her son is a symbolic enactment of death and resurrection. 
I t  becomes, then, a preparation for l ife after death. 
Because the baptism occurs on the harvest day, i t  makes the 
harvest concept dually significant by linking Tess to some-
ting more than wheat. Joyce Cary points out: 
This is a very powerful and moving scene, and one 
asks why i t  has such force. Hardy takes that oldest 
relation of mother and child and gives i t  a new 
aspect for us. He shows Tess as responsible for the 
child's soul, and he shows It  in a dramatic form. 
He renews for us also the christening service, 
because i t  is Tess, the mother, with all  her obsessive 
anxiety for that child's salvation, who performs i t .^ 
Through this expanded dimension of the myth, Hardy's comment 
"child's child," recalls Tees's maidenhood and identifies her 
with Persephone, but the baptism itself signifies a mother's 
concern and associates Tess with Demeter..  Thus in her deifi­
cation Tess represents Demeter as the Eternal Feminine, the 
embodiment of both maidenhood and motherhood. The baptism 
scene, then, presents multiple meanings which complement 
Tess's Demeter role. 
When Tess sets out for the Talbothays in an aura of 
maidenhood in May, she seems to be more Persephone than 
Demeter. Yet she may be viewed as Demeter, too. In order 
^Joyce Cary, Art and Reality: Ways of the 
Process (New York: Harper and Brothers, Publisher ,  yo > 
pp. 171-72. 
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to explain both Persephone's summertime return to the upper 
world as new vegetative growth and Demeter's presence in the 
fruits of this growth, mother and maiden were said to be 
together. Since two entities in the myth signified the 
single mystery of growth, Tess functions as both Persephone 
and Demeter at the Talbothays, where l ife abounds in new 
green growth and i ts fruition in the milk. Jung clarifies 
the seeming contradiction in Tess's protean function as a 
maiden who is also a mother: 
I t  is an essential characteristic of psychic 
forces that they are duplex or at least capable of 
d u p l i c a t i o n ;  a t  a l l  e v e n t s  t h e y  a r e  b i p o l a r  . . . .  
The figure corresponding to the Kore /the virgin 
mother/ in a woman is generally a douFle one, I .e. ,  
a motner and a maiden, which is to say that she 
appears now as the one, now as the other. '  
As Persephone is traditionally identified with new spring 
growth sprouting from the earth, so Tess is regionally asso­
ciated with the surging life of May as she departs for the 
Talbot hays :  
A particularly fine spring came round, and the stir 
of germination was almost audible in the buds; i t  
moved her, as i t  moved the wild animals, and made 
her passionate to go .  .  .  and some spirit  within 
her rose automatically as the sap in the twig. 
Tess's arrival at the Talbothays appropriately coin­
cides with milking time, thus associating her with Demeter, 
^Jung and Kerenyi, OJD.  cit . ,  pp. 157 -58. 
^Hardy, op. c i t . ,  p p .  8 4 - 8 5 .  
goddess of cattle. One cannot overlook Tess's closeness to 
the cattle in the following passage :  
The red and white herd nearest at hand, which 
had been phlegmatic ally waiting for the call,  now 
trooped towards the steading in the background, 
their great bags of milk swinging under them as 
they walked. Tess followed slowly in their rear, 
and entered the barton by the open gate through 
which they had entered before her. Long thatched 
sheds stretched round the enclosure, their slopes 
encrusted with vivid green moss, and their eaves 
supported by wooden posts rubbed to a glossy 
smoothness by the flanks of infinite cows and 
calves of bygone years, now passed to an oblivion 
almost inconceivable in its profundity.9 
Not only does Tess identify with fertility and even sex­
uality, because of the swollen udders, but she merges with 
nature's mysterious source of l ife because of the birth, 
productivity, and death of the endless stream of cattle 
which formerly trailed into this same barton. Yet, a pre­
ceding but related passage on nature's fathomless power 
seems to dwarf Tess: 
.  .  .  Tess stood still  upon the hemmed expanse of 
verdant flatness, l ike a fly on a billiard-table 
of indefinite length, and of no more consequence to 
the surroundings than that fly. The sole effect of 
her presence upon the placid valley so far had been 
to excite the mind of a solitary heron, which, 
after descending to the ground not far from her 
path, stood with neck erect,  looking at her.1  
Both passages heighten nature's immensity, the former 
9lbid. ,  p. 89. 
1 0Ibid. 
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identifying Tess with cattle, the latter making her insig­
nificant. From this contrast arises the question that-,  if  
Tess symbolizes a divinity, why does nature reduce her to a 
mere fly? Several explanations are possible. First,  since 
Tess passes near a heron, a bird associated with Demeter, 
even in the fly passage she symbolizes Demeter. Second, as 
a mythic deity Demeter represents man's explanation of the 
unknown--here, nature's principle of l ife. But man's mythic 
narrative never completely bridges the gulf between himself 
and the mystery, because myths, l ike the one Tess dramatizes, 
never essentially grasp the mystery but only descriptively 
explain i t .  In short,  instead of contradicting the Demeter 
motif,  Tess's inconsequence to her surroundings symbolizes 
the basic insufficiency of all  myths and probes into the 
very meaning of myth i tself.  
Following the barton scene, a graphic description of 
the cattle emphasizes their fertility and moves Tess closer 
to the cattle 
.  .  .  all  prime milchers, such as were seldom seen 
out of this valley, and not always within i t ;  nour­
ished by the succulent feed which the water-meads 
supplied at this prime season of the year. Those of 
them that were spotted with white reflected the sun­
shine in dazzling brilliancy, and the polished brass 
knobs on their horns glittered with something of 
military display. Their large-veined udders hung 
ponderous as sandbags, the teats sticking out like 
the legs of a gipsy's crock; and as each animal 
lingered for her turn to arrive the milk oozed 
4o 
forth and fell in drops to the ground.11 
12 The obvious phallic symbols signify fertility and subtly 
foreshadow the sexual attraction to grow between Tess and 
Clare.. Since the dripping milk originates biologically in 
the lush feed, it draws the reader's attention to the organic 
cycle of reproduction; likewise, the suggested affinity 
between Tess and Clare will become an analogous part of the 
natural cycle of the vegetation and milk of the Talbothay 
landscape. 
Befitting season, environment, and occupation, Tess 
and Clare experience their initial physical contact while 
milking. Though cattle and milk join Tess with Demeter, 
Clare's exclamation, "What a fresh and virginal daughter of 
Nature that milkmaid is,nl3 implies his awareness of only 
her Persephone role. Indeed, without displacing the myth, 
Tess may be viewed as Demeter posing as Persephone, since 
this "imposture" is part of her duality. Because of 
Demeter's protean nature, Hardy is free to dramatize the 
myth in numerous ways, especially through the landscape 
Hlbid., pp. 89-90. 
l^In The Origins and Hi story of Consciousness (New 
York: Pantheon Books, Inc., 1954), p. 3^, Erich Neumann 
points out that breasts or udders may be viewed as more 
generative than parturient. The Great Mother, commonly 
symbolized by a cow, is procreative; thus milk may be under­
stood as a fertilizing agent. 
^Hardy, ojo. cit., p. 102. 
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which functions so well in symbolizing fertility. The 
erotic scene in the rampant foliage of the Talbothay garden 
appropriately symbolizes Tess's sexuality in a mystical 
experience with sexual undertones: 
I t  was a typical summer evening in June, the 
atmosphere being in such delicate equilibrium and 
so transmissive that inanimate objects seemed 
endowed with two or three senses, if  not five. 
There was no distinction between the near and the 
far,  and an auditor felt  close to everything within 
the horizon. The soundlessness impressed her as 
a positive entity rather than as the mere negation 
of noise. It  was broken by the strumming of 
strings. 
Tess had heard those notes in the attic above 
her head. Dim, flattened, constrained by their 
confinement, they had never appealed to her as now, 
when they wandered in the still  air with a stark 
quality like that of nudity. To speak absolutely, 
both instrument and execution were poor; but the 
relative is all ,  and as she listened Tess, l ike a 
fascinated bird, could not leave the spot. Far 
from leaving she drew up towards the performer, 
keeping behind the hedge that he might not guess 
her presence. 
The outskirt of the garden in which Tess found 
herself had been left uncultivated for some years, 
and was now damp arid rank with juicy grass which 
sent up mists of pollen at a touch; and with tall  
blooming wads emitting offensive smells—weeds 
whose red and yellow and purple hues formed a poly­
chrome as dazzling as that of cultivated flowers. 
She went stealthily as a cat through this profusion 
of growth, gathering cuckoo-spittle on her skirts,  
cracking snails that were underfoot, staining her 
hands with thistle-milk and slug-slime, and rubbing 
off upon her naked arms sticky blights which, though 
snow-white on the apple-tree trunks, made madder 
stains on her skin; thus she drew quite near to 
Clare, still  unobserved of him. 
Tess was conscious of neither time nor space. 
The exaltation which she had described as being 
producible at will by gazing at a star,  came now 
without any determination of hers; she undulated 
upon the thin notes of the second-hand harp, and 
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their harmonies passed like breezes through her, 
bringing tears into her eyes. The floating pollen 
seemed to be his notes made visible, and the 
dampness of the garden the weeping of the garden's 
sensibility. Though near nightfall, the rank-
smelling weed-flowers glowed as if they would not 
close for intentness, and the waves of colour mixed 
with the waves of sound. 14 
The simple sounds of the harp unite Tess's sensibilities 
with the heady atmosphere of the lush garden and project 
Clare's sexuality into the garden where it stirs Tess. 
Ironically, though already interested in Tess, Clare does 
not see her, and Tess, equally interested in Clare, is 
unaware of her stimulation. Because Clare's musical sensu­
ality is disguised in the pollen, the garden unites latent 
sexuality and fertility. The more Tess is aroused the 
farther she moves into the garden until the predatory aspect 
of her nature takes control, and she unknowingly yearns to 
suffer Clare's male-music into the mother-maidenhood of 
Demeter. Sensuality is further implemented by the pollen 
"mists," the colors, even, the smells, all of which touch her 
body, her nakedness, as she moves closer and closer to 
Clare. The actual coupling is symbolized as a mystical 
union while Tess writhes erotically to the notes of the 
harp. That the foliage "glowed" and its colors "mixed" 
with the sound indicates the garden's approbation of the 
^Ibid., pp. 103-4. 
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sexual drama. Because this highly symbolic scene foreshadows 
the growing sexual attraction between Tess and Clare, 
(previously only an unconscious curiosity,) i t  marks the 
beginning of Hardy's projection of their mutual feeling into 
the landscape. Also, by associating Tess with the darker, 
more noxious vegetation, the garden scene increases the range 
of Tess's relation to nature--a relation which was previously 
confined to crops and animals. In effect,  the sexual panto­
mime in the garden unites passion with an exotically fertile 
landscape and enlarges the dimension of Tess's mythic role. 
As the fertility at the Talbothays burgeons, so grows 
the love between Tess and Clare: 
The season developed and matured. Another year's 
instalment of flowers, leaves, nightingales, thrushes, 
finches, and such ephemeral creatures, took up their 
positions where only a year ago others had stood in 
their place when these were nothing more than germs 
and inorganic particles. Rays from the sunrise 
drew forth the buds and stretched them into long 
stalks, l ifted up sap in noiseless streams, opened 
petals, and sucked out scents in invisible jets and 
b r e a t h i n g s  . . . .  
Thus passed the leafy time when aborescence seems 
to be the one thing aimed at out of doors. Tess and 
Clare unconsciously studied each other,,  ever bal­
anced on the edge of a passion, yet apparently 
keeping out of i t .  All the while they were con­
verging under an irresistible law, as surely as two 
streams in one vale.^-5 
Their love analogous to the lushness at the Talbothays, Tess 
and Clare feel the influence, of nature's fertile powers 
1^Ibid.,  p. 109.. 
44 
inexorably drawing them toward the crux of the reproductive 
urge. Since the growth of this love is identified with 
nature's fertility, the Talbothay atmosphere and the milking 
trysts influence Tess and Clare more and more as the season 
progresses in abundance. And in this love budding so passion­
ately in harmony with nature, there is Tess's divinity which 
Hardy appropriately exposes by transforming her into a deity 
as she goes out on the steaming mead with Clare: 
In these early days of her residence here Tess did 
not skim, but went out of doors at once after rising, 
where he was generally awaiting her. The spectral,  
half-compounded, aqueous light which pervaded the 
open mead, impressed them with a feeling of iso­
lation . . . .  At this dim inceptive stage of the 
day Tess seemed to Clare to exhibit a dignified 
largeness both of disposition and physique, an 
almost regant power possibly because he knew that 
at that preternatural time hardly any woman so 
well endowed in person as she was l ikely to be 
walking in the open air within the boundaries of 
his horizon; very few in all  England. Fair women 
were, usually asleep at midsummer dawns. She was 
close at hand, and the rest were nowhere.1" 
Here Tess symbolizes all  the divine, larger-than-life qual­
ities of Demeter which so profoundly move Clare that he 
actually calls her Demeter: 
I t  was then, as has been said, that she impressed 
him most deeply. She was no longer the milkmaid, 
but a visionary essence of woman--a whole sex con­
densed into one typical form. He called her .  .. .  
Demeter .  .  .  ,1 '  
l 6Ibid.,  p. 110. 
17Ibid., p. 111. 
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It  is,  then, most acceptable explicitly to identify Tess 
while she tends cattle on the meads, for, seeing Tess in all  
her lush nobility and closeness to the earth, one cannot help 
calling her Demeter. The most Important aspect of Tess's 
transformation during her "non-human hours," however, is her 
embodiment of the "essence of woman—a whole sex," for this 
reveals the totality of Tess's mythic role.;  she is the 
Eternal Feminine, both Demeter and Persephone, both mother 
and maiden. 
The parallel between blossoming love and burgeoning 
landscape attains i ts full significance during the peak of 
the milking season: 
Amid the oozing fatness and warm ferments of the 
Froom Vale, at a season when the rush of juices 
could almost be heard below the hiss of fertili­
zation, i t  was impossible that the most fanciful 
love should not grow passionate. The ready bosoms 
existing there were impregnated by their sur­
roundings^ ^ 
July passed over their heads, and the Thermi-
dorean weather which came in its wake seemed an 
effort on the part of Nature to match the state of 
hearts at Talbot hays Dairy. The air of the place, 
so fresh in the spring and early summer, was stag­
nant and enervating now.. I ts heavy scents weighed 
upon them, and at mid-day the landscape seemed 
lying in a swoon. Ethiopic scorchings browned the 
upper slopes of the pastures, but there was still  
bright green herbage here where the watercourses 
purled. And as Clare was oppressed by the out­
ward. heats, so was he burdened inwardly by waxing 
fervour of passion for the soft and silent Tess. 
J-^Ibid. 9  p. 125. 
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Since the love between Clare and Tess is analogous to its 
fertile surroundings, its manifestations are as natural as 
the rich productivity of the dairy. Thus, neither love nor 
milk can be suppressed: Clare's first open expression of 
love for Tess gushes forth at milking time to coincide with 
the stripping of milk which also cannot be withheld. 
Equally important as this organic relation between 
love and nature is Tess's identification with Demeter in the 
same milking incident in which Clare bursts forth with his 
love: 
This was Tess Durbeyfield's habit, her temple pressing 
the milcher's flank, her eyes fixed on the far end 
of the meadow with the quiet of one lost in medi­
tation. She was milking Old Pretty thus, and the 
sun chancing to be on the milking side it shone flat 
upon her profile, rendering it keen as a cameo cut 
from the dun background of the cow.1" 
This image of Tess is similar to Mycenean reliefs which 
depict Demeter being followed by cattle, but Hardy's more 
regional impression of superimposing Tess on the cow itself 
achieves a closer organic unity between deity and nature 
than the classical Demeter on cold marble. Thus Hardy's 
association of love with fertility, environment, and 
regional occupation, culminates in the milking scene wherein 
Tess is not only the object of love but also the image of 
Demeter. 
19Ibid., p. 126. 
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In many ways, Hardy uses events at the Talbothays to 
join Tess with Clare and to associate Tess with Demeter. 
Returning from a visit  with his parents, Clare surprises 
Tess at the height of her sexual attraction; since she was 
asleep, her waking movements become an unconscious expres­
sion of all  the procreative powers attributed to Demeter: 
She was yawning, and he saw the red interior of 
her mouth as IT i t  had been a snake's.  She had 
stretched one arm so high above her coiled-up 
cable of hair that he could see i ts satin delicacy 
above the sunburn; her face was flushed with sleep, 
and, her eyelids hung heavy over their pupils.  The 
brim-fulness of her nature breathed from her. I t  
was a moment when a woman's soul is more Incarnate 
than at any other time; when the most spiritual 
beauty bespeaks i tself flesh; and sex takes, the 
outside place in the presentation. 
Then those eyes flashed brightly through their 
filmy heaviness, before the remainder of her face 
was well awake. With an oddly compounded look of 
gladness, shyness, and surprise, she exclaimed--
"0 Mr. Clare 1 How you frightened me .  .  .  J '2 0  
At what more appropriate time can Clare capture Teas's 
healthy nubility than during her waking hours, and on what 
more meaningful occasion than on her way to skim milk? Not­
withstanding this, during the skimming operation, i tself an 
association with female phallic symbols because of the vats, 
Clare asks Tess to marry him; and when the question of 
marriage again arises, i t ,  too is related to milk, since 
Tess and Clare are making cheese: 
2 QIbid.,  pp..  142-43. 
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The operation resembled the act of crumbling bread 
on a large scale; and amid the immaculate whiteness 
of the curds Tess Durbeyfield.'s hands showed them­
selves of the pinkness of the rose.. Angel, who was 
filling the vats with handfuls, suddenly ceased, and 
laid his hands flat upon hers. Her sleeves were 
rolled far above the elbow, and bending lower he 
kissed the inside vein of her soft arm. 
Although the early September weather was sultry, 
her arm, from her dabbling in the curds, was as cold 
and damp to his mouth as a new-gathered mushroom, 
and tasted of the whey . . . . 1 
The rose color of Tess's hands relates to love and fertility, 
too, for a rose signifies love, pleasure, and beauty and 
complements Clare's sensual kiss; thus the flower symbolizing 
sexual attraction becomes no less a part of nature and 
fertility than the cheese or the kiss. Equally important in 
its relation to nature is the reference to mushroom which 
foreshadows the short-lived quality of this love now to 
bloom but later to wither. At every opportunity, then, 
Hardy dramatizes Tess's Demeter role through manifestations 
of love paralleling the abundance of fertility at the 
Talbothays. In other words: 
In this way Clare persistently wooed her in 
undertones like that of the purling milk—at the 
cow's side, at skimmings, at butter-makings, at 
cheese-makings, among broody poultry, and among 
farrowing pigs--as no milkmaid was ever wooed 
before by such a man.22 
Just as the harvest portents Persephone's departure 
Slfbid., p. 149• 
22Ibid., p.. 153-
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to the underworld, so does the November weather anticipate 
Tess's symbolical loss of maidenhood; when the milchers begin 
going dry, Tess's work at the Talbothays nears Its end and 
she moves toward the fatal marriage day exposure of her 
motherhood and, hence, the symbolical departure of Persephone. 
For all  mythological purposes Persephone should be in the 
underworld already, but Hardy displaces the myth by symbol­
izing her departure through Tess's guilt  and later drama­
tizing the actual absence on Tess's wedding day. As a 
result of this slight functional change in the myth, Tess 
becomes a guilty mother, Demeter, "posing" as a maiden, 
Persephone. Hardy, however, by no means alters the influ­
ence of seasonal changes on the various movements of the 
Demeter myth; the autumnal diminuation of the milk harvest 
affects Tess's relation with Clare when he presses the 
question of marriage because he must have an answer before 
their work ends at the Talbothays: 
The meads were changing now; but i t  was still  
warm enough in early afternoons before milking to 
idle there awhile, and the state of dairy-work at 
this time of year allowed a spare hour for idling. 
Looking over the damp sod in the direction of the 
sun, a glistening ripple of gossamer webs was 
visible to their eyes under the luminary, l ike the 
track of moonlight on the sea. Gnats, knowing nothing 
of their brief glorification, wandered across the 
shimmer of this pathway, irradiated as if  they bore 
fire within them, then passed out of i ts line, and 
and were quite extinct.  In the presence of these 
things he would remind her that the date was 
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still  the question.^3 
Through these manifestations of fall ,  Hardy establishes not 
only the decrease of fertility, but also a reminder of 
Persephone's time of departure. Since the wedding will 
reveal the absence of maidenhood which symbolizes Persephone's 
disappearance, Hardy uses guilt  to foreshadow Teas's expo­
sure, hence, Persephone's absence in the underworld. In 
short,  Tess can pose as a maiden at the Talbothays but soon 
must change to a Demeter role in order to maintain a myth­
ological rapport with the time of the year. By repeating 
the symbol used in Alec's rape of Tess at Tantridge, the 
"gossamer" webs carry implications of Tess's imperfection; 
likewise, gnats, always bothersome, symbolize Tess's guilt  
and point out the short duration, "brief glorification," of 
her pose as Persephone. Thus, in spite of Hardy's minor 
displacement of the myth, by corresponding to the time of 
Persephone's departure, the autumn season symbolizes Tess's 
lost maidenhood and foreshadows the forthcoming marriage 
which confirms Persephone's absence. 
Because the season is important in the Demeter motif,  
Tess's confession appropriately takes place on the last day 
of the year, that the symbolic enactment of Persephone's 
departure parallels the changing weather. In other words,.  
2 3Ibid.. ,  p. 169. 
the end of the year, lmpiylng the death of feruuty> l3 
symbolically effective in timing Persephone.s absence through 
Tess's exposure as Demeter. Although the -afternoon crow" 
at the Talbothays may be confined to Farmer Crick's super­
stitious interpretation of an evil omen, it has a more inclu­
sive mythological meaning as the "change in the weather" 
which establishes a mood for Tess's confession: 
thf dePar"ture Of the sun the calm mood of the 
Schaxiffd* 0ut of doors there began noises 
nf th,» smartly rubbed; the restful dead leaves 
respect?™ding,auJ?m" "ere stirred, to irritated 
+ Q J ? » 3X1(1 w**led about unwillingly, and 
^Tha?g?inStvthe ^utters> Ifc soon began to rain. 
said^?llre°^ weather was going to change/' 
The incessant clamor of the dead leaves not only indicates 
Persephone's absence but also demands Tess's true identity; 
thus, as part of the weather, they anticipate Tess's expo­
sure. By showing only her Persephone side to Clare during 
their summer work, Tess has deceived him with her mythic 
duality. This is no longer my tho logic ally possible because 
Tess must now begin her Demeter role. Furthermore, on the 
mythic level, Tess realizes that her ambivalent duality 
deceives Clare, since he sees only part of her totality of 
being, so that on her wedding day she whispers to herself, 
"0 my love, my love, why do I love you sol . . . for she 
24Ibid., p. 184. 
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you love is not my real self,  but one in my image; the one I  
might have beenl"25 Her desire to be someone else correlates 
with her sentiment on the very day she at last acquiesces to 
Clare's marriage proposal.  Here she would always be 
Persephone and never Demeter, for she wishes* "That i t  
would always be summer and autumn, and you always courting me, 
and always thinking as much of me as you have done through 
the past summer-time. "^D  But Hardy does not reverse the 
myth, and Tess's true identity comes as inexorably as the 
weather; indeed, just as the weather forces her exposure, i t  
reflects the departure of Persephone. 
Clare's reaction to Tess's confession presents 
further evidence of Tess's duality or a case of mistaken 
identity on Clare's part,  for he says, "You were one person; 
now you are another,and "X repeat,  the woman I  have been 
loving is not you. /She is/  • * • another woman in your 
shape."2 8  Thus Clare's wife is a stranger, Demeter, or as 
John F. Hazen comments: "The woman he loved, a child of 
nature entirely innocent and inexperienced, no longer exists,  
and in her place there is only Tess, a stranger."29 Yet, 
25lbid.,  p. 181. 
g 6Ibid.,  p. 170. 
27lbid.,  p. 191. 
2 8Ibid.,  p. 192. 
^Hazen, op. cit . ,  p. 225. 
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marrying the "wrong" woman is best understood by i ts effect 
on the marriage i tself wherein i ts mythological significance 
relates to fertility and love. Having married a mother 
instead of a maiden, Clare's bewilderment naturally turns to 
chagrin, then anger, and, finally, to the harsh treatment of 
Tess which reveals his lack of love. These reactions enable 
the Demeter motif to function in the novel when Clare's lack 
of understanding of Tess dramatizes Persephone's departure 
to the underworld in a manner which correlates to the 
Demeter myth. Because the season of the year demands Tess's 
portrayal of Demeter, not both Persephone and Demeter, Hardy 
accomplishes this through Clare's unwillingness to accept 
Tess as mother. Since Tess physically lost her maidenhood 
at Tantridge, i ts absence on the wedding night symbolically 
enacts Persephone's departure through Clare's reaction to 
Tess's lack of virginity. In other words, by his unwill­
ingness to relinquish his image of Tess as a virginal 
maiden, Clare automatically negates her as mother or Demeter. 
She is,  then, a stranger. Thus the absence of real maiden­
hood symbolizes the departure of Persephone insofar as her 
mythological absence manifests i tself in Clare's lack of 
love--his inability to accept Tess as she is,  Demeter. For 
all  practical purposes, Clare's state of mind symbolizes 
the whereabouts of a mythological entity. This lack of 
love, originating from the absence of her virtue, or 
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Persephone, results in a lack of fertility in the marriage. 
In this way, then, Tess becomes Demeter and Persephone 
departs. Clare's love is related to fertility, and the 
barren state of marriage correlates with the bleak winter 
months. 
Highly indicative of the lack of fertility in the 
Clare marriage Is Angel, himself, "whose "face had withered" 
and later had "that terribly sterile expression which had 
spread thereon since her disclosure^0 Tess, herself, 
lacks her customary vitality when her "... usually ripe 
red mouth was almost as pale as her cheek."31 Both, then, 
mirror a lack of animation, of fertility: "The pair were, 
in truth, but the ashes of their former fires."^2 Yet, Tess's 
fertility role makes her the more life-supporting of the two 
and a source of nourishment for Angel: while Clare is in 
love and near Tess, he enjoys good health; when out of love 
and away from Tess, he nearly dies. Somewhat the same is 
her nurturing of Alec, who, despite his display of religious 
fervor, cannot stay away from Tess. 
However, Tess's relation to fertility in her marriage 
is also seen in the sprig of mistletoe which Clare hung in 
3®Hardy, o£. cit., p. 197-
31Ibid., p. 199-
32ibid., p. 198" 
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her bridal chamber. With its implications of fertility and 
sexuality, "How foolish and inopportune that mistletoe 
looked . . . "33 on the day &fter their unconsummated 
marriage. The absurdity of the mistletoe symbolizes the 
lack of fertility in the marriage, and Tess's intended 
suicide is a sacrifice to restore fertility, hence, Clare's 
love, to their marriage. Though Tess does not carry out her 
sacrifice, it nevertheless draws attention to her function 
as fertility goddess because instead of displacing the 
Demeter motif, her actions correlate ritual with, fertility. 
Also, this mistletoe incident foreshadows the sacrificial 
ritual in Alec's death, as well as the symbolic sacrifice 
of Tess as Stonehenge. Since the purpose of all three inci­
dents of sacrifice is the rebirth of some form of fertility, 
Hardy's use of these various rituals emphasizes Tess's 
function as nourisher and bringer of life in the mythic 
theme. 
That Tess may continue her portrayal of Demeter, 
Hardy projects her abandonment by Clare into the winter 
atmosphere where the absence of love in marriage corresponds 
to the lack of fertility in nature. Joan Durbeyfield's 
reaction to the death of her daughter's marriage calls 
attention to the similarity between Tess's marital situation 
33ibid., p. 196. 
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and changes in nature: 
taken SS.=8 g a? , t aS e  t h e  "^^P a s  she had 
A_ original trouble^ as she would have 
cropn . a .W e t  3§ l i d a^ o r  failure in the potato-
Indeed, Tess's movements in the novel parallel  seasonal 
changes. Carol Anderson writes: 
Tess's fortunes.,  too, correspond to the seasons 
love coming with the lush ferti l i ty of Talbothay's 
f1  abandonment with Flintcomb-Ash farm — 
that starve-acre place. 35 
One notices this organic bond when Hardy presents Tess wan­
dering on the bleak October landscape eight months after the 
marriage separation. Here, as at  the Talbothays, Tess's 
work establishes her rapport with the land; Tess refrains 
- .  .  from seeking an indoors,  occupation; fearing towns, 
large houses,,  people of means and social sophistication, 
and of manners other than rural."3 6  Because Hardy maintains 
the Demeter motif through Tess's work, he always portrays 
her in a rural occupation and during a season corresponding 
to the myth. Thus, through brief details of Tess's spring 
and summer work near Port-Bredy, Hardy quickly covers the 
eight months subsequent to the wedding day and swiftly 
draws the reader 's attention to Tess in a situation and 
3^Ibid. ,  p. 215. 
35Anderson, o£. cit . ,  p.  204. 
3 6Hardy, OJD.  c i t . ,  p .  229. 
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season almost identical to her wedding and separation.. This 
selective leap in time indicates that, except for the rural 
nature of Teas's work, Hardy purposely omits events of a 
season mythologically unacceptable to Tess's symbolical por­
trayal of Demeter; the obvious transition from winter to 
winter, then, marks the beginning of the Demeter action. 
When the reader first sees Tess after the eight month 
period, she is "... a lonely woman with a basket and a 
bundle in her own portage . . . ."37 Not only does the 
basket identify her with Demeter, but. her loneliness marks 
her separation, from Persephone, as well as the absence of 
fertility, of love. Even Tess's movements toward Flintcomb-
Ash identify her with Demeter: 
With the shortening of the days all hope of 
obtaining her husband's forgiveness began to leave 
her; and there was something of the habitude of the 
wild animal in the unreflecting instinct with which 
she rambled on . . . .38 
While wandering, Tess pines for Clare's love just as Demeter 
mourns for Persephone. The absence of love in marriage, 
then, is linked to the lack of fertility in nature. 
Although the reference to "animal" further identifies Tess 
with Demeter, goddess of beasts, Tess's mourning becomes 
even more significant through the sly advances of Groby 
37ibid., p. 227. 
38lbid._, p. 230.. 
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whom she so fears that she flees like a wild animal into the 
holly bushes and makes a "nest." This incident, in addition 
to indicating the death of fertility in the leaves, as well 
as echoing an earlier identification with fertility in the 
seduction "nest," dramatizes Tess as the mourning Demeter. 
Because of her experience with Groby, at an inn in 
Chalk-Newton, Tess promptly reacts to similar odious compli­
ments :  
As soon as she got out of the village she entered 
a thicket and took from her basket one of the 
oldest field-gowns, which she had never put on even 
at the dairy—never since she had worked among the 
stubble at Mariott.  She also, by a felicitous 
thought, took a handkerchief from her bundle and 
tied i t  round her face under her bonnet, covering 
her chin and half her cheeks and temples, as if  she 
were suffering from toothache. Then with her l i t t le 
scissors, by the aid of a pocket looking-glass, she 
mercilessly nipped her eyebrows off,  and thus 
insured against aggressive admiration she went on 
her uneven way.39 
Here Teas's old field-gown easily identifies her with 
Demeter who also dons mourning attire while searching for 
Persephone during the infertile winter months. Not only 
does the handkerchief around Tess's face resemble Demeter's 
veil,  but by clipping her eyebrows Tess symbolically cuts 
out her own fertility. Thus, Tess's disfigurement relates 
to her coldly barren marriage; she symbolizes Demeter 
waiting for the return of Persephone, or fertility, hence, 
39ibid.,  p. -233. 
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Clare's love. Above all ,  both her marital conflict and 
mythic role correspond to her unproductive surroundings: 
Thus Tess walks on; a figure which is part of 
the landscape; a fieldwoman pure and single, in 
winter guise; a gray serge cape, a red woollen cravat, 
a stuff skirt covered by a whitey-brown rough wrapper, 
and buff-leather gloves..  Every thread of that old 
attire has become faded and thin under the stroke 
of raindrops, the burn of sunbeams, and the stress 
of winds* There is no sign of young passion in her 
now . . . .  Inside this exterior, over which the 
eye might have roved as over a thing scarcely 
percipient, almost organic, there was the record of 
a pulsing life which had learnt too well,  for i ts 
years, of the dust and ashes of things, of. the 
cruelty of lust and the fragility of love. 0  
Hardy establishes an abiding force of sterility at 
Flintcomb-Ash, "almost sublime in its dreariness," for, at 
this "starve-acre place" he projects Tess's abandonment into 
the harsh landscape, thus allowing Tess to be Demeter, while 
engaged in regional farm work. One senses the barren atmos­
phere which surrounds Tess: 
The swede-field in which she and her companion 
were set hacking was a stretch of a hundred odd 
acres, in one patch, on the highest ground of the 
farm, rising above stony lanchets or lynchets— 
the outcrop of siliceous veins in the chalk for­
mation, composed of myriads of loose white flints 
in bulbous, cusped, and phallic shapes. The upper 
half of each turnip had been eaten off by the 
live-stock, and i t  was the business of the two 
women to grub up the lower or earthy half of the 
root with a hooked fork called a hacker, that i t  
might be eaten also. Every leaf of the vegetable 
having already been consumed, the whole field was 
in colour a desolate drab; i t  was a complexion 
^°Ibid.,  pp. 233-3^. 
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•without features, as if a face, from chin to brow, 
should be only an expanse of skin. The sky wore, 
in another colour, the same likeness; a white 
vacuity of countenance with the lineaments gone. 
So these two upper and nether visages confronted 
each other all day long, the white face looking 
down on the brown face, and the brown face looking 
up at the white face, without anything standing 
between them but the two girls crawling over the 
surface of the former like flies.^ 
The impotent male phallic shapes signify the lack of fertil­
ity--© f Clare's love. Moreover, an evil influence exists in 
the lack of "features" or identity, for chaos, or the lack 
of order and meaning, usually indicates the presence of a 
malign force. Mytho logic ally, the absence of fertility is 
an evil, especially to a primitive mind, and relates to 
Persephone's departure, since she is held prisoner in the 
underworld, the dwelling place of evil forces. Thus, 
Plintcomb-Ash is the perfect setting for Hardy's portrayal 
of Demeter waiting for the return of fertility. And in this 
scene depicting the stark harmony between Tess's marriage 
and nature's sterility one ndtices a technique similar to 
and used in the equally effective but contrasting description 
of the lush atmosphere at the Talbothays. In both instances 
Hardy employs a fly simile in a powerful view of the land­
scape showing the close relation between Tess and nature — 
the former a panorama of fertility, the latter, of sterility. 
4-lIbid., pp. 237-38. 
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And Just as this unity between sensibility and surrounding 
enabled Tess to pose as Persephone at the Talbothays, so 
does I t  aid her to dramatize Demeter at Flintcomb-Ash. 
CHAPTER IV 
THE RESEEDING 
During Tess's sojourn at the "starve-acre place," 
there is,  amid the desolation, a note of hope which 
strengthens her position as a mythic character. In the 
Demeter myth Persephone's departure to the underworld 
relates to the planting of seed: her abduction to the 
underworld correlates with the seed's burial underground, 
and her subsequent arrival in the upper world coincides with 
the seed's bursting from the soil as new growth. There­
fore, by associating Tess in any way with seed, Hardy refers 
to Persephone, especially by foreshadowing the symbolical 
reappearance of her fertility in the return of Clare's love, 
hence, the arrival of Clare himself.  Although he is an 
unobtrusive rustic, Amby "Seedling" is the key to Hardy's 
symbolism of seed. When Tess returns from her poignant 
visit  to Parson Clare, she momentarily experiences a flash 
of hope: 
I t  was dusk when she drew near to Flintcomb-Ash, 
and in the lane at the entrance to the hamlet she 
approached a girl and her lover without their 
observing her. They were talking no secrets, and 
the clear unconcerned voice of the young woman, 
in response to the warmer accents of the man spread 
into the chilly air as the one soothing thing 
within the dusky horizon, full of stagnant obscurity, 
upon which nothing else intruded. For a moment the 
voices cheered the heart of Tess, t i l l  she reasoned 
that this interview had i ts origin, on one side or 
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the other, in the same attraction which had been 
the prelude to her own tribulation.1  
This young and fertile voice of reassurance, in such contrast 
to the bleakness of Flintcomb-Ash, belongs to Amby Seedling. 
Tess immediately responds to the warm, human sound by 
yearning for the return of her own love, a similar seed 
which would engender l ife into her barren marriage. The 
young man's voice, then, symbolically reminds Tess of Clare's 
love, and though she has qualms about the rebirth of her 
marriage, the "Seedling" incident functions as a premonitory 
symbol submerged in the current of the Demeter motif.  
Because Hardy immediately follows Amby's courting 
with a description of seed-making, one cannot overlook the 
important relation of seed to the mythological pattern: 
Several days had passed since her futile Journey, 
and Tess was afield. The dry winter wind still  
blew but a screen of thatched hurdles erected in 
the eye of the blast kept i ts force away from her. 
On the sheltered side was a turnip-slicing machine, 
whose bright blue hue of new paint seemed almost 
vocal in the otherwise subdued scene. Opposite 
i ts front was a long mound or "grave," in which 
the roots had been preserved since early winter. 
Tess was standing at the uncovered end, chopping 
off with a bill-hook the fibres and earth from 
each root, and throwing i t  after the operation 
into the slicer. A man was turning the handle 
of the machine, and from its trough came the 
newly-cut swedes, the fresh smell of whose yellow 
chips was accompanied by sounds of the snuffing 
wind, the smart swish of the slicing-blades, and 
the choppings of the hook in Teas's leather-gloved 
hand. 
The wide acreage of blank agricultural brownness, 
apparent where the swedes had been pulled, was 
beginning to be striped in wales of darker brown, 
1Ibld.,  p. 259. 
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gradually broadening to ribands. Along the edge of 
°2 Jhese something crept upon ten legs, moving 
without haste and without rest up and down the whole 
length of the field; it was two horses and a man, 
the plough going between the, turning up the cleared 
ground for a spring sowing,. 
Not only does turning up the fallow field anticipate spring, 
but the bright color of the machine is itself a good omen 
of seed and planting. Even more important, the "grave" 
symbolizes Persephone's underworld absence and links her with 
the seed being readied for sowing because her tarrying with 
Hades is the mythological explanation of how seed grows 
when ''buried" in the soil. Hardy, then, draws Tess close to 
elements foreshadowing the return of spring growth and 
Persephone. 
Granted, the hints of spring are apparent, but the 
real question is how Hardy uses spring and fertility to 
transform Tess from a Demeter into a Persephone in accord 
with the mythic pattern. Alec d'Urberville-Hades is the 
catalystic key to this transfer: just as this "horsey" 
rogue first carried Tess off to Tantridge, so will he again 
abduct and seduce her at Sandbourne. By understanding 
Hardy's intention, one quickly perceives the significance 
of Alec's meeting with Tess immediately before she listens 
to "Seedling" and immediately after she works with turnip 
seeds. His presence on both occasions is intentional rather 
2 
Ibid., p. 260. 
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than accidental. By mean3 of this meeting, Hardy calls the 
reader's attention to Alec's close proximity to seeds and, 
hence, to Tess's Persephone side. 
Because Alec is Hardy's means of changing Tess into 
Persephone, Alec's presence is of utmost importance during 
the latter months of Tess's work at Flintcomb-Ash. He 
functions as a force inimical to Tess "by constantly pres­
suring her into playing Persephone, the seduced maiden. 
More specifically,. Hardy uses Alec's tempting and later 
seducing of Tess as a means of transforming her into 
'Liza-Lu and marking the return of Persephone to the upper 
world. In short, Alec's death causes Tess's death, which, 
in turn, gives rise to Persephone's rebirth.. 
One must remember, however, that Tess continues to 
symbolize Demeter while working at Flintcomb-Ash, for it 
is winter, the season of Demeter's search for Persephone, 
or Tess's awaiting of Clare. Hardy uses a winter description 
to set the atmosphere for the symbolical threshing scene: 
It is the threshing of the last wheat-rick at 
Flintcomb-Ash Farm. The dawn of the March morning 
is singularly inexpressive, and there is nothing 
to show where the eastern horizon lies. Against 
the twilight rises the trapezoidal top of the 
stack, which has stood forlornly here through the 
washing and bleaching of the wintry weather.-J 
Since subtleties of the underworld charge the work itself, 
3ibld., p. 269. 
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Alec's presence is mirrored by the ravenous machine gorging 
on the fruit of the harvest and by the "engineer" serving 
a doubtful "Plutonic master." Like Alec and even Tantridge, 
both machine and operator are hostile to Tess and the 
agricultural environment, serving only by their unfeeling 
rapacity to flail  the wheat. Further evidence of knavery 
is the bribery of Groby to get Tess off the hellish machine 
and onto the ground where Alec lurks. Since this threshing 
scene is more antagonistic, to Tess than the reaping at 
Marlott,  i t  injects an important twist into Hardy's use of 
the fertility myth: though Tess is Demeter in handling the 
sheaves of wheat, Alec's opposition to her through the 
machine, i ts operator, and Groby echoes Hades'  abuse of 
Persephone, or of Tess at Tantridge, and therefore fore­
shadows Sandbourne by leading Tess closer to seduction and, 
hence, Persephone. 
As the season advances toward spring, Tess moves 
nearer the onset of her Persephone role. But she is still  
Demeter in late March, "the season for planting and sowing," 
when she returns to Marlott to nurse her mother who charac­
teristically improves under the care of the mythic nurse. 
Notwithstanding this hint,  Tess's t i l l ing of the family 
allotment-plot is fraught with symbolism of the Mother 
Goddess :  
As evening thickened some of the gardening men 
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and women gave over for the night.,  but the greater 
number remained to get their planting done, Tess 
being among them, though she sent her sister home. 
I t  was on one of the couch-burning plots that she 
laboured with her fork, i ts four shining prongs 
resounding against the stones and dry clods in 
l i t tle clicks. Sometimes she was completely 
involved in the smoke of her firej then i t  would 
leave her figure free, irradiated by the brassy 
glare from the heap. She was oddly dressed 
to-night, and presented a somewhat staring aspect, 
her attire being a gown bleached by many washings, 
with a short black jacket over i t ,  the effect of 
the whole being that of a wedding and funeral guest 
in one. The women further back wore white aprons, 
which, with their pale faces, were all  that could 
be seen of them in the gloom, except when at.  
moments they caught a flash from the flames. 
Because Tess is mytho logic ally dual in the novel, her 
clothing, with i ts two noticeably contrasting colors, iden­
tifies her with the birth and death of vegetation, for 
"wedding and funeral guest in one" symbolizes her double 
nature of Persephone and Demeter respectively. Also, whereas 
Tess wears two colors, the other women wear only one color, 
and this difference calls the reader's attention to Tess's 
wearing the additional garment of mourning and, hence, to 
the absence of Persephone. Thus, not only does mourning 
further emphasize Tess's conflict with Alec, her Persephone 
pursuer, but in conjunction with spring planting and further 
seasonal changes such as rebirth and growth, i t  foreshadows 
her own death which is necessary for her symbolical portrayal 
^Tbid.,  p. 288. 
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of Persephone's rebirth as 'Liza-Lu. 
Appropriately, d'Urberville intrudes into the tilling 
scene by looming out of the darkness as a Satanic figure 
clad in a grotesquely archaic laborer's smockfrock. After 
characteristically wielding a pitchfork and going through 
the stock machinations of villainous laugh, leering temp­
tation, and burst of anger at his rebuke, he disappears into 
the darkness whence he came. Here again Alec's lustful 
prowling aggravates the vulnerable barrenness of Tess's 
marriage and thus draws her closer to the portrayal of 
Persephone at Sandbourne. Because of Alec's Satanic quality, 
i t  is not surprising that Tess receives news of her father's 
death immediately after Alec's departure into the smokey 
gloom; John Durbeyfield's death casts Tess into d'Urberville 's 
lustful power and drags her toward her ruin at Sandbourne. 
Of i tself,  Sandbourne embodies all  the dark powers 
represented by Alec d'Urberville and heightens his part in 
debauching Tess. Sandbourne, then, is the setting for Tess's 
symbolical enactment of Persephone's abduction to the under­
world. Indeed, Sandbourne is the underworld because of i ts 
strange, unproductive atmosphere which perplexes Clare 
when he first enters the city in his search for Tess: 
By the midnight lamps he went up and down the 
winking ways of this new world in an old one, and 
could discern between the trees and against the 
stars the lofty roofs, chimneys, gazebos, and 
towers of the numerous fanciful residences of which 
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the place was composed. I t  was a city of detached 
mansions; a Mediterranean lounging-place on the 
English Channel; and as seen now by night i t  seemed 
even more imposing than i t  was. 
The sea was near at hand, but not intrusive; i t  
murmured, and he thought i t  was the pines; the pines 
murmured in precisely the same tones, and he thought 
they were the sea. 
Where could Tess possibly be, a cottage-girl,  his 
young wife, amidst all  this wealth and fa.shion? The 
more he pondered the more was he puzzled.5 
Like Tantridge, Sandbourne represents wealth, urban leisure, 
and large but sterile buildings. By i ts very nature i t  is 
a playground, in contrast to the rural fertility at the 
Talbothays. Noticeable, also, is the dullness in the lack 
of* distinction between sounds; they have no meaning other 
than an innane murmuring which suggests a lack of order-
chaos. Even more important, Tess is out of place here, and, 
just as at Tantridge, she has no meaning—her l ife force 
has no value at Sandbourne except for i ts own sake, pleasure. 
In addition to i ts vegetative desolation, Sandbourne signi­
fies spiritual despondency since i t  is the scene of Tess's 
betrayal. I t  represents, in i ts underworldly way, the end 
of Tess's hope for Clare's return, the despair of love's 
reappearance. 
At this limbo of wedlock and motherhood Tess's second 
betrayal by Alec symbolizes Persephone's abduction by Hades. 
In order to accomplish the symbolic abduction, Hardy 
- ' ibid.,  p« 3H -
70 
displaces the myth in two ways: first, by having Demeter 
find Persephone] second, by reversing Demeter from giver of 
life to taker of life. Mythologically, Tess's double 
identity allows her to be simultaneously both maiden and 
mother. For all practical purposes, Tess can find herself, 
or Demeter can discover Persephone, though it means a shift 
in the myth since Demeter is never united with her daughter 
until the maiden returns to the upper world of her own 
accord. Because of the season, Tess must portray Demeter 
but at the same time symbolically establish Persephone's 
presence in the underworld. Faced with the problem of one 
character fulfilling two aspects of the myth at the same 
time, Hardy displaces the myth: by killing Alec, Tess 
symbolizes a raging Demeter who in her search for Fersephone 
finds her with Hades. The discovery, then, symbolically 
dramatizes the abduction of Persephone through Tess's real­
ization that she has been deceived--abducted a second time. 
Angel Clare's arrival provides the motivation for Tess's 
sudden act of intuiting her situation. Angel's presence is 
a reminder, a demand for virginity, the same ultimatum for 
Persephone made on the day of the Clare wedding. In order 
to appease Clare for the. abduction of her maidenhood and to 
bring back her husband's love, the fertility of their mar­
riage, Tess kills Alec d'Urberville. In short, Sandbourne 
symbolizes the abduction of Persephone, for Tess, as both 
Demeter and Persephone, finds her maidenhood and kills 
Alec-Hades. 
Since the killing of Alec is an appeasing of Clare 
to regain his love, it is more a sacrifice than a murder. 
This sacrifice moves Tess from the role of goddess to 
priestess. Clare's physical condition, a "mere yellow 
skeleton," points out his lack of fertility, the absence of 
love which estranged him from Tess. Because Alec is inimica: 
both to Clare's love and Tess's marriage, his death symbol­
izes an oblation to revitalize Clare's "plague-stricken" 
love and dead marriage. In this killing, Tess's ritualistic 
actions easily identity her as a priestess: 
Over the seat of the chair Tess's face was bowed 
h e r  p o s t u r e  b e i n g  a  k n e e l i n g  o n e  i n  f r o n t  o f  i t -  '  
her hands were clasped over her head, the skirts of 
her dressing-gown behind her, and her stockingless 
feet, from which the slippers had fallen, protruded 
upon the carpet. It was from her lips that came the 
murmur of unspeakable despair ... in a tone which 
was a soliloquy rather than an,exclamation, and a 
dirge rather than a soliloquy." 
Tess's kneeling posture and flowing gown have a vestal 
appearance, and her chant is a litany despairing the dying 
year; it becomes a dirge for Clare's love when she wails, 
. . .  h e  i s  d y i n g - - h e  l o o k s  a s  i f  h e  i s  d y i n g ' .  " 7  T e s s  
uses the carving knife ritualistically to draw a steady 
6Ibid., p. 315. 
"^Ibid. 
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"drip, drip" of blood: 
The wound was small,  but the point of the blade 
had touched the heart of the victim, who lay on 
his back, pale, fixed, dead, as if  he had scarcely 
moved after the infliction of the blow." 
And though the killing slightly displaces the sustenance 
motif,  the carving knife itself complements Demeter; i t  was 
used to slice ham on the morning of the sacrifice, A pig Is 
Demeter's sacrificial animal. Thus, George Wing comments 
that Tess 
.  .  .  was .  .  .  upbraiding d'Urberville and at a 
dirty word from him she killed him like a pig, 
with the carving knife. .  .  . i t  was an act of 
reconciliation through which she would move back 
t o  t h e  s e r e n i t y  o f  A n g e l  C l a r e ' s  l o v e  . . .  . 9  
Alec's death is,  therefore, an offering to Demeter Granted, 
Alec taunts Tess, but there is only one neat wound; Hardy 
draws the reader's attention to the great amount of blood--
the blood of expiation. 
Hardy uses the Sandbourne incident only to establish 
Persephone's presence in the underworld, since i t  is yet too 
early in the year for the maiden to return to the growing 
fields. Because of the season, Tess maintains the mother 
theme and even wears a veil when leaving Sandbourne- she will 
not represent Persephone until  after Stonehenge when Hardy 
8Ibid.,  p. 317-
9wing, op. cit . ,  p. 73-
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transforms her into 'Liza-Lu. Although the parallel between 
Clare's i l l  health and the late winter 's dormancy further 
demands a Demeter, one notices how the sacrifice improves 
Clare's love when Tess finds him on the road and cries out: 
. . .  X  w a s  u n a b l e  t o  b e a r  y o u r  n o t  l o v i n g  m e '  
bay you do now, dear, dear husband: say vou'do. 
now^I have killed him'." 
"I do love you, Tess--0, I  do--it  is all  come 
b a c k ! "  h e  s a i d  . . .  . 1 0  
Not only does this incident mark the revival of Clare's love, 
even his health, but i t  anticipates the return of spring 
which unites Tess- 'Liza-Lu with a physically sound Angel 
Clare. Thus the sacrifice of Alec, and the wandering of a 
hunted woman and a sick man toward Stonehenge become the 
prelude to spring and Persephone's return. 
As the pursued lovers move aimlessly toward 
Stonehenge, the weather is not warm nor does the landscape 
hint of agriculture or profusion of fertility. Instead, the 
atmosphere indicates traces of winter, especially in their 
ramble through the forest.  There they encounter a lack of 
fertility as "they promenaded over the dry bed of fir­
needles or sat down upon some dead boughs and shared their 
meal. ^ Dry needles and dead boughs further relate to the 
wet and foggy day at Bramshurst Court where the caretaker 
1 0Hardy, o£. clt . ,  p. 318. 
i : LIbid.,  p. 320. 
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discovers their love-nest.  And though Tess wishes to "sleep 
under the trees," Clare cautions against i t  because the 
season is "insufficiently advanced." In short,  the time of 
year is not yet ripe for Tess to be transformed into 
Persephone. 
Stonehenge, then, becomes the final point of Tess's 
oneness with Demeter: her symbolic death, though physically 
carried out at Wintoncester,.  marks the end of the dying year 
and enables her to reappear later as Persephone. Dorothy 
Van Ghent writes: 
That she goes, in her wandering at the end, to 
Stonehenge, is ah inevitable symbolic going--
as all  going and doing are symbolic--for i t  is 
here that the earthiness of her state is best 
recognized .  .  .  
Since Tess stands for a pagan deity, the idolatrous atmos­
phere of Stonehenge heightens the mythic role which she 
dramatizes throughout the novel. Noticeable is her desire 
to spend the night at this "Temple of the Winds"1 3  where she 
can symbolically murmur "now I  am at home" after reminding 
Clare how he had called her a heathen during their passionate 
courtship at the Talbothays. But one does not understand 
12van Ghent, OJD.  c l t . p .  209. 
13jn  The Origins and History of Consciousness, p. 22, 
Neumann points out that wind is procreative, a creative 
spirit ." Thus Hardy's selection of Stonehenge, with i ts 
strangely "booming" wind, lends a procreative quality to 
the symbolic sacrifice to be performed there. 
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the full significance of the ungodly feeling of Stonehenge 
until Hardy directs the reader's attention to 'Liza-Lu imme­
diately after Tess whispers, "I like very much to be here." 
One quickly perceives a connection between Teas's apparent 
contentment in the temple milieu and her concern for 'Liza-Lu, 
a character heretofor of only minor significance in the 
novel, especially when Tess pleads with her husband to marry 
her sister, "She is so good and simple and pure. 0, Angel — 
I wish you would marry her if you lose me, as you will do 
shortly.Tess's strange request is Hardy's way of ful­
filling the Demeter myth: Clare's marriage to 'Liza-Lu 
insures Tess's transformation into Persephone, for 'Liza-Lu 
is Persephone because of her resemblance to Tess. Through 
Tess's strange premonition of death and preoccupation with 
sharing Angel Clare, Hardy, then, implies Demeter's duality, 
both maiden and mother, particularly when Tess says, "She 
has all the best of me without the bad of me; and if she 
were to become yours it would seem as if death had not 
divided us . . . Thus Tess embodies a protean nature 
which will allow her to become a part of 'Liza-Lu and 
thereby not be separated from her husband. 
However, Tess must die symbolically at Stonehenge 
^Hardy, o£. clt., p. 
15lbid. 
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but physically at Wintoncester in order to pass from Demeter 
into Persephone. To accomplish this change, Hardy displaces 
the Demeter myth in two ways: f irst,  because Demeter is 
immortal,  Teas's deaths contradict the myth; second, Tess's 
transition into her sister instead of into a daughter also 
shifts the myth. Despite these two changes, Hardy carries 
out the essential idea of the motif by using the sacrifice 
at Stonehenge both to forewarn of Tess's physical death and 
to accentuate 'Liza-Lu, thus allowing him to symbolize the 
end of the dying year in Tess's death and to manifest the 
beginning of the growing year in Tess's rebirth as 'Liza-Lu. 
Furthermore, since Stonehenge was a sacred place of worship 
of the sun, a male principle, Hardy's selection of this site 
raises sexual implications, for the sacrifice represents the 
union of female earth and male sun. Thus i t .  echoes the 
sexual attraction between Tess and Clare, but even more 
importantly, foreshadows the fondness which later blooms 
between 'Liza-Lu and her brother-in-law. Hardy's use of 
Stonehenge, then, not only symbolically effects Tess's 
transformation to Persephone but also makes Hardy's dis­
placement of the myth more credible in its undercurrent 
of sexuality. 
One easily associates the scene with ritualistic 
worship of the sun; though they are really policemen, the 
sixteen pursuers are easily identified with the dawn, 
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the time at which ancient sun sacrifices were made at 
Stonehenge. These sixteen purposely obscure entities cor­
respond to the sixteen stone trilithons arranged in a horse­
shoe pattern to face the summer solstice, the sunrise. The 
inexorable movement of the men, then, symbolizes the sunrise, 
and their "tall" shadowy shapes betoken the upright stone 
trilithons. Because they converge at the altar in coinci­
dence with the ray of sun which wakes Tess, they stand for 
trilithon shadows cast by the sun itself. Tess, too, easily 
signifies the victim,, "a lesser creature than a woman," 
symbolically immolated when the shaft of sun awakens her and 
marks her departure to prison and to death. 
Because of Hardy's juxtaposition of a scene of "the 
brightness and warmth of a July morning" immediately after 
the sacrificial scene, the reader quickly perceives an 
acknowledgment and fulfillment of the sacrifice, a sacrifice 
which in its ancient form was a fertility rite. Even more 
important mythologically, 'Liza-Lu's appearance as a "tall 
budding creature—half girl, half woman—a spiritualized 
image of Tess, slighter than she, but with the same beautiful 
eyes,"symbolizes the return of Persephone to the upper 
world, hence, the transformation of Te.ss-Demeter into 
'Liza-Lu-Persephone. Through this resemblance Hardy 
l6Ibid., p. 329-
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completes the mythic cycle of death and rebirth of vegetation. 
Here, then, in all the youthful growth of maidenhood is Tess 
in her dual mythical role, fulfilling her wish made at 
Stonehenge. As Kerenyi writes: 
The idea of the original Mother-Daughter goddess, at 
root a single entity, is at the same time the idea 
of rebirth. 
To enter into the figure of Demeter means to be 
pursued, to be robbed, raped, to fail to understand, 
to rage and grieve, but then, to get everything back 
and be born again. And what does all this mean, 
save to realize the universal principle of life, 
the fate of everything mortal?17 
From the preceding data, it seems that Hardy obvi­
ously follows the myth of Demeter, the great earth goddess, 
in Tess of the d1Urbervilles. One cannot overlook the nu­
merous instances in which he associates Tess with fertility, 
ritual, and mythic cycles of seasonal death and rebirth. 
Beginning with the Marlott Cerealia, Tess clearly portrays 
Persephone, whom Alec d'Urberville later abducts to the 
Tantridge underworld, and later in the novel Clare actually 
calls her Demeter. Tess's movements and state of love con­
tinually correlate with Demeter's mythic representation of 
the progression of the seasons. Yet this highly consistent 
evidence demands even further recognition as it climaxes in 
^Jung and Kerenyi, o£. c i t . ,  p .  1 2 3 -
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the last dramatic incident of the novel at Stonehenge; here 
Hardy uses the ancient sun-warmed altar to transform Tess 
symbolically from Demeter into Persephone and thus completes 
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One encounters problems in evaluating Tess as a 
Demeter figure. Though she is easily accepted as a kind of 
Demeter, Tess's mythic role is not always consistent.  How­
ever, Hardy's departure from a. strict rendering of the 
Demeter myth may be explained as the intrusion of his deter­
ministic philosophy. For Hardy, the universe is an unfeeling 
machine animated by an inscrutable and automatic principle 
which has no regard for human aspirations. Because this 
mechanistic view intrudes into the myth theme, Tess is often 
affected by unseen, contingent forces which harm or frus­
trate her with neither warning nor explanation. First,  
Tess's baby dies in what seems to be a reversal of the 
Demeter motif,  for Demeter is a nourishing source of l ife. 
But one must consider this incident the result of contin­
gency. On the same day that Tess nurses her son in the 
wheat field, without warning, he suddenly grows i l l  and 
dies in a matter of hours. Her child's death, then, is 
catastrophic, an unexplained manifestation of chance. Thus 
i t  would seem that though the Demeter motif is weakened by 
the infant 's sudden death, i t  may be explained as the inter­
ference of Hardy's philosophy. 
5y remaining negative in her marriage, Tess seems to 
reverse her role as Demeter. Because of Clare's reaction to 
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her confession, Tess is prevented from functioning as earthy 
repository of new l ife; indeed, this marriage is not consum­
mated until  Just before her death, Tess embodies the poten­
tial of positive Demeter qualities, but she is frustrated by 
Clare's reaction, which is another extension of Hardy's 
philosophy. How could Tess possibly know that Clare would 
react negatively, immediately after confessing his own 
similar imperfection? There is also the letter which Clare 
never finds. Had Clare found the letter before their 
marriage, he might not have reacted violently by banishing 
Tess, or Tess might have married a less priggish man who 
would have welcomed her positive Demeter delights. 
Tess's sacrifice of Alec d'Urberville portrays her 
as a negative and destructive woman and seems to oppose the 
Demeter myth, since Demeter brings l ife, never takes i t .  
Despite Tess's reversal of Demeter qualities, chance circum­
stances influence her actions at Sandbourne. The unexpected 
death of her father results in the Durbeyfield eviction and 
sends Tess into the hands of d'Urberville who soon convinces 
Tess that Clare will never return. But Clare does return, 
quite by accident, and Tess responds by killing her deceiver. 
In effect,  Hardy's philosophical views are instrumental in 
shaping events leading up to Sandbourne and the actual 
killing. 
Tess's death also weakens her Demeter role, for 
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Demeter is immortal. Even in death, however, Tess is the 
pawn of an unseen force, "the President of the Immortals."^ 
Here again Hardy's philosophy enters when Tess is victimized 
by the harsh sentence demanded by "Justice." Throughout 
the novel Tess is "hounded" by circumstances; indeed, she is 
hunted in a game, a "sport" which ends with her death. 
Tess's identification with machines is further evidence 
of Hardy's mechanistic view of life. Machines, extensions 
of Hardy's view of the universe, are hostile to Tess whose 
first tragic blow is delivered by the swiftly silent mail 
cart. Even here, her association with beehives, symbolical 
of fertility, is overshadowed by the unforseen collision 
which snuffs out the Durbeyfield means of support and tosses 
Tess to Alec. Also, during her trip to the railway station, 
Tess huddles under the trees rather than shelter herself 
from rain in the railway station; she instinctively recoils 
from the hostility of the huge locomotive engine. 
Later, at Flintcomb-Ash, machinery is especially 
noticeable in three incidents. The reed-pulling press 
coincides with Groby's animosity, and Tess nearly collapses 
from exhaustion. When Alec hovers like an evil force, Tess 
is feeding turnips to the slicing machine. Finally, the 
relentless forces, aided by both Alec and Groby, culminate 
lHardy, oj>. cit., p. 330. 
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in the demonic threshing machine. Because Tess is the only 
harvest worker on the hostile machine, she stands out as 
its victim. It seems, then, in her association with 
machines, Tess is at the mercy of those unseen forces which 
work against man. 
